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ABOUT THE DISSERTATION 
The present dissertation is an analytical study of 
Renoir's paintings. It comprises mainly of five chapters, 
namely; (1) An Overview Of The Impressionist 
Breakthrough, (2) Life-sketch, (3) Renoir's Style and 
Technique, (4) Views and Reviews by Art Critics and (5) 
Description of Renoir's paintings. 
IN the first chapter, namely; 'An Overview Of the 
Inpressionist Breakthrough' a brief account of the 
origin, development, ideology and technique of 
Impressionism is worked out. It is followed by an outline 
of the contributions made by Impressionist painters, viz; 
Manet, Degas, Pissarro, Sisley, Cezanne, and Monet. 
Lastly, Renoir's contribution as an Impressionist painter 
is also attempted. His subsequent return to the style of 
Great Masters is referred to as well. 
The second chapter is a summary of Renoirs' life and 
times. Pierre-Auguste Renoir created some of the most 
charming paintings of IMpressionist art. Trained as a 
procelain painter in a small Paris factory, he made the 
transition from artisan to artist at the age of 19. Through 
out his long career, and despite many changes of style, 
his paintings always remained joyful. They evoke a 
dreamy, carefree world full of light and colour where 
beautiful women dance with their lovers. 
To begin with, Renoir's Impressionist canvases were 
derided by art critics. In point of fact his first 15 
years were a saga of struggle, endurance and 
perseverence.When Renoir was nearly 40, he made his name 
as a society portrait painter. Around this time, he 
married and settled into a happy family life. Later 
he became crippled by rheumatism and moved south, where 
he spent his final years painting every day until his 
death in 1919, at the ripe age of 78. 
In the third chapter Renior's style, both the 
Impressionist phase as well as that of subsequent 
revisionist phase are referred to. 
At an early age, Renoir became friendly with 
Monet, Sisley, Bazille and others. All of them were young 
budding painters. Together they worked hard in early 
1860s and went on painting trips to the adjoining forests 
of Paris. They evolved new insights and discovered new 
techniques and later on this new painting style was known 
as TMpressionism. Renoir made some important 
contributions to the development of Impressionist 
painting. However, at his heart, he was an incorrigible 
conservative. 
Feeling that the open-air preoccupation with light had 
distracted his attention from form, he now turned his 
mind to the museums, to his studio and to the need for a 
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change of style. Subsequently, Renoir dramatically 
changed his style and developed a harsh technique, 
surrounding his figures with hard ' . outlines. 
Nextly he started using warmer colours, especially 
reds - possibly as a result of two earlier trips to 
Algeria where he had been most impressed by the hot, 
sultry light. He painted children, models and even 
friends in glowing radiant colours. 
Renoir is distinguished by his concentration 
on the representation of the human figure, mainly 
feminine figure. In his mature years, Renoir's favourite 
subject was nude. He painted hundreds in rich and glowing 
colours. He revelled in their roundness and fullness of 
form. 
The fourth chapter is a summary of the 
opinions and comments made by some leading art-critics on 
the art and style of A.P. Renior. 
In the fifth chapter some of the most famous 
and representative paintings by Renoir are discussed and 
analysed. 
Lastly, the sixth chapter is a brief outline 
of 'My Work - Experience Orientation and Personal 
Biodata. Thereafter, a conclusion is appended to, 
followed by a select Bibliography. 
cnme^ i 
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CHAPTER - T 
AN OVERVIEW OF IMPRESSIONIST BREAKTHROUGH 
a) Impressionism 
The emergence as well as the significance of 
Impressionism has been can be and will continue to be 
examined and written about in various ways and from multiple 
points of view. Attitudes towards and ideas about art, like 
everything else, undergo changes, modifications, and shifts 
of emphasis. Today, we look upon the Impressionists not only 
as revolutionaries who defied the academic traditions of 
their age; not only as the successors of Delacroix, Courbet 
and Corot, but also as the prophets and precursors of modern 
painting, Impressionism heralded a new attitude towards art. 
The Impressionist, in overthrowing the old, gave birth to a 
a new tradition. 
The English painter Turner was the first to abandon 
the dominant Dutch school for a new approach in landscape 
painting. Constable, another English painter, became famous 
for huminority in water colours. Thus, Turner with his 
visionary gift and constable with his power of observation 
stood at the threshold of modern French painting. Through 
them Delacroix discovered that light dissolves the object, a 
discovery that enabled him to become one of the first 
painters to work with primary colours. This technique, in 
turn, helped pave the way for the experimentation of the 
Tmnr Ps si nni « t s .1 
Broadly speaking, Impressionism is used to describe 
a]most all the painters who, in the second half of the 19th 
century, took a stand against academic tradition and led art 
back to the concrte problems of vision. They tried to 
resolve these problems with an immediate rendering of 
sensory perception by means of colour and light. 
The origin of Impressionism was rather simple. 
Several young artists who considered themselves realists but 
who did not come from a common school and who differed 
greatly in temperament met in Paris between 1860 and 1870, 
felt a certain sympathy and solidarily, and followed 
parallel lines of art. This unity was spontaneous; each 
worked after his own manner, without formulating any common 
. . . 2 
theoretical premises or artisitic systems. 
The 'impressionists' were a mixed lot. Some of them 
were already known as followers of courbet and Mant. Others 
had worked under the influence of corot and Ingres. In 1870 
they had been more or less indspendent painters. 
In the spring of 1874 a group of young painters 
defied the official Salon in Paris and^ organised an 
exhibition of its own. This was in itself a break with 
established customs. The works which these men showed seemed 
at first glance even more revolutionary. The reaction of 
visitors and critics was by no means friendly. They accused 
the artists of painting differently from the accepted 
methods simply to gain attention. It took years of bitter 
struggle before the members of the little group were able to 
convince the public of their sincerity, and their talent. 
This group included Monet, Renoir, Pissarro, Sisley, 
Degas, Cezanne, etc. They were not only of diverse 
characters and gifts, but also, to a certain extent, of 
differing conceptions and tendencies. Yet born almost within 
the same decade, they all went through similar experiences 
and fought against the same opposition. Thrown together more 
or less by chance, they accepted their common fate and 
eventually adopted the designation of "impressionists", a 
word coined in derision by a satirical journalist. 
When the impressionists organized their first group 
exhibition, they were no longer beginners. All of them were 
over thirty and had been working ardently for fifteen years 
and more. They had studied - or tried to study - at the 
Ecole des Beaux-Arts, gone to the older generation for 
advice, discussed and absorbed the various currents in the 
arts of their time. Some even had obtained a certain success 
at different Salons before the Franco-Prussian War. But they 
had declined to follow blindly the methods of the acclaimed 
masters and pseudo-masters of the day. Instead, they had 
derived new concepts from the lessons of the past and the 
present, developing an art entirely their own. This 
independence had brought them into repeated conflicts with 
the reactionary jury of the Salon, to the extent that to 
show their works outside of the official exhibitions: seemed 
to be the only means left them to approach the general publ ic 
The impressionst movement, however, did not begin 
with the year 1874. While all the great artists of the past 
contributed their share to the development of impressionist 
principles, the immediate roots of the movement can be most 
clearly discovered in the twenty years preceding the 
historic exhibition of 1874. Those were the years of 
formation, during which the impressionists met and brought 
forth their views and talent towards a new approach to 
nature. Any attempt to retrace the history of impressionism 
will thus have to begin with the period in which the 
essnetial ideas took shape. That period, dominated by such 
older men as Ingres, Delacroix, Corot, and Courbet, as well 
as by ill-understood traditions, was the background against 
which the young generation promoted its heretical concepts.*^ 
This explains the importance of those early years when Manet 
Monet, Renoir, and Pissarro refused to follow their teachers 
and set out on a road of their own, the road which led to 
3 impressionism. 
What was common among the Impressionists of the 
second half of 19th century. There was a doctrine and a 
technique. However, all the Impressionist Masters did not 
believein the doctrine and all of them did not practise the 
technmique. Nevertheless, something was held in common, 
something more significant than a doctrine. There was a 
point of view,an attitude to life and art, which for a time 
inspired them al1. 
s 
The crucial ideological or doctrinal insight of 
Impressionists was that there was no need for the artists to 
go to history or mythology or literature in search of 
subjects. Let the artist walk into the street or railway 
station or on to the racecourse and there he will find 
beauty galore. Tn Mid 19th century these ideas did not seem 
banal. They sounded dreadful at the time of their genesis. 
They were deemed to be the ravings of Madmen and spelt 
anarchy in the world of Art. They were deemed a frontal 
attack on all that respectable people held sacred. 
Accordingly, the Impressionists evolved a doctrine 
and a technique. Doctrinally speaking, the Impressionists 
maintained that if only people would look at what was really 
there instead of pretending to see the labels imposed on 
things by traditional drawing masters, they would discover 
that evertything in garden, or the street or anywhere else, 
is lovely. Well, what is really there? The Impressionists 
answered that there is 'LIGHT' or, to be subjective, 
sensations caused by light. So, to render reality, all a 
painter has to do is to record accurately his visual 
sensations. Let him take his canvas out of doors and paint 
what he sees i.e. his visual sensations. He will find that 
colour merges into colour; that bounding lines, like 
perspective, are mere intellectual makeshifts; that shadows 
are neither black nor brown but full of a variety of 
colours; and all will be well. Only let him be true to his 
sensations and he cannot then be false to visual reality. 
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From this doctrine followed more or less logically 
the impressionist technique: use of pure colours applied in 
dots and dashes according to laws or rules imperfectly 
understood or articulated, viz., the division of tones; the 
juxtaposition of complementaries etc. Certain things and 
practices were anathema, such as mixed colours, colourless 
shadows, arranged lights and other studies tricks and 
putting in what is not really there. In theory, 
Impressionist technique was nothing more than a means of 
recording visual sensations. The Impressionist doctrine 
boils down to the proposition that sensational truth is 
the only proper study of artists. Like all doctrinal 
exclusivisms such a position is categorically untenable. 
But the doctrine served its turn. It kept at the highest 
pitch of excitement a group of prodigiously gifted painters 
who have enriched mankind with enchanting pleasures. 
b) Impressionist Painters : 
It seems in the fitness of tings to give a bare outline 
of the contributions of individual Impressionist painters 
with a view to obtain a synoptic vision of the 
Impressionist Movement : 
The seniormost Impressionist painter may be said to be 
Manet. He was already a famous painter when Impressionist 
Movement finally crystallised during 1870s. The 
Impressionist programme must have been powerful enough to 
10 
attract Manet, who in August 1874, when he was forty two 
years old and already famous, fell under the spell of 
MOnet. Manet with his bag of studio-tricks and name and 
fame, suddenly took his easel out of doors and sitting 
beside Monet at Argenteuil, painted what was really there. 
8 It is a case of Master turned pupil. 
Manet's affiliation with Impressionism meant an 
increase in the luminosity of his colours.From now on in 
Monet's paintings, everything is absorbed in light and 
vibration of colour and precision is neglected in favour of 
pictorial synthesis. Accentuating the vibration of light 
was probably learnt from Monet. However, Manet's basic 
contribution to Impressionism was his teaching other 
painters to consider visual reality in a new, 
antitraditional way. His brush transformed everything into 
purely pictorial dimensions. In the decade before his 
death, he created some Masterpieces inspired by his 
interaction with Impressionists Nevertheless, he always 
refused to exhibit his works with those of Impressionists. 
Historians and critics of art find Degas also not to be 
belonging to the Impressionist Movement. He was a 
Naturalist and a devout student of Ingres. He greatly 
respected Japanese print-makers as well which :'' were then 
becoming fashionable. He was a classical draughtsman with a 
restless modern intellect. 
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For Degas, the period 1873-80 marked his association 
with Impressionist vision, although he never fully accepted 
Impressionism. The purity of Degas was expressed in the 
elegance of line, and the precision of outline contrasted 
with the IMpressionist vibration of forms filled with 
light. It is through IMpressionism, which he admired wh ile 
maintaining a certain distance towards it, that Degas 
managed to expand his line. Even if the image was not 
luminous in itself, it was subordinated to a rhythm of 
light and shadow. In contrast to that of Monet treatment of 
reality is always subordinated to the attempt at total 
representation. Since Courbet's realism did not seem 
adequate to express the sense of his refined reality, he 
had to adapt reality and modify space. He could never have 
achieved this freedom without the climate and environment 
^ T . . 9 or Impressionism. 
Despite his reserve, Degas was one of the leading 
spirits of the Impressionist Exhibitions and participated 
in all but one held in 1882. 
Camille PIssarro was one of the thoroughgoing 
Impressionists. He was an Impressionist to the end of his 
days. He stands out "as one of the most important painters 
of the Movement, not only for the quality of his work but 
for his active role in the revival of pictorial vision in 
the direction of Impressionism and for the influence of his 
ideas on such painters as Cezanne and Gauguin. 
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The oldest of the Tmpressiom'sts, Pissarro was born 
in 1830. After his training at various schools and 
interaction with various masters of painting, pissaro was 
attracted to the work of Corot. He met Monet in 1857 and 
this interaction had a decisively permanent impact on the 
professional development of Pissarro, Around 1867-69, 
pissarro alongwith Monet achieved conquest of realism that 
preceded Impressionism. Between 1874-77 pissaro's 
Impressionist vision reached its fullest expression and 
greatest freedom from all external influences. His 
compositions were developed in greater depth than those of 
Monet. Pissarro was the only artist to exhibit in all eight 
impressionist shows. 
Cezanne may also be included amongst the leading 
Impressionist painters. He was actively associated with the 
Impressionist Movement during its peak years i.e. 197ns and 
was working under the active guidance of Pissarro from 1871 
upto 1877. There are historians who maintain that from 1872 
upto 1880 Cezanne was at ' his Impressionist best and some 
hold his 'La maison du' pendu (1874) to be an Impressionist 
Masterpiece. 
Cezanne found in Impressionism the possibility of 
intensifying his expression. The admirable structure of his 
paintings after 1880 would not have possessed that 
accentuation of volume, achieved by means of chromatic 
masses, without his earlier Impressionist experience. The 
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ability to modify reality, to control perspective in 
several directions and to define a new sense of space, 
would have been impossible if Impressionism had not taught 
Cezanne to look at reality in more than descriptive terms. 
In several of Cezanne's paintings, the Impressionist 
vision is expressed in deep and tangible space that is 
emotive rather than descriptive. His paintings show a 
12 genuine synthesis of light and pictorial mass. 
Alfred Sisley, born in Paris in 1839 of English 
parents, found Impressionism most favourable to his art. 
He was a fellow student with Renoir, Monet and Bazille at 
Leyer's studio, and followed them to the forest of 
Fontainebleau and Honfleur in the North. In 1871, he was 
with Monet in London and together they discovered. Turner 
and constable. Therefore, it can be assumed that he played 
1 3 
a part in the formation of Impressionism. 
Sisley's work is somewhat neglected. It is more 
reserved than that of Monet and lacks the vitality of 
the latter. But the paintings that Sisley did between 187? 
and 1876 are masterpieces and genuinely Impressionist. 
Works depicting snow and floods are Sisley's lasting 
contribution to the world of Art. 
The very term 'Impressionism' came from the title 
of a painting which Claude Monet entered in the first 
H 
so-called Impressionist Exhibition held in Paris in 1874. 
The title of the painting was: "IMPRESSION - SUNRISE".The 
term was applied dispargingly by the public, although it 
was first coined in response to the said title by LOUIS 
Leroy, a journalist and a critic of Monet. 
Claude Monet, who came to Paris in 1859 was an 
enthusiastic young man and in search of his true vocation. 
His interaction with Boudin convinced Monet that he was 
destined to become a painter. So, instead of going into 
his father's grocery business, he haunted various studios 
in Paris and eventually under parental advice registered 
himself at Gleyer's Ecole des Beaux Arts, where he met 
Renoir, Bazille, Sisley and other budding painters - all 
of them future Impressionists. 
Soon, Monet was industriously and conscientiously 
struggling to find his place in the world of painting. He 
was too independent to follow the style of classical 
Masters or even his own teachers. He saw no hope for his 
own artistic development in working along established 
lines. He was convinced of the necessity of finding a 
fresh approach. Thus, in search of inspiration, while 
Renoir turned to eighteenth century painters, Monet went 
out into the country. 
While Manet is accredited with having created the 
aesthetic of Impressionism, it was Monet who developed the 
1 C 
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technique of IMpressionism. Monet is considered by many 
scholars of art to have been the greatest exponent of 
Impressionist ideology and method, and, therefore, he is 
generally considered to be leader of the Movement. 
Monet's rebellions nature led him to a sharper 
break with tradition than Manet' • Monet centred the whole 
meaning of painting in landscape. Not only his sketches 
but also his finished paintings were completed out of 
doors. He caught the vibrations of light on the moving 
waters of the Seine so remarkably that he eliminated all 
static elements from his pictures. When that effect of 
vibration was no longer felt to be merely a rendition of 
life but was considered a requirement of painting style, 
involving the consequent division of colours, then 
impressionism was truly born. It was Monet who created 
unalloyed Impressionist paintings and purified the 
Movement of all foreign elements. 
All the works of Claude Monet have been identified 
with impressionism and it is true that he carried the 
vibration of light to its ultimate consequences. He is 
considered the most coherent impressionist painter. His 
early works were first influenced by Boudin and then by 
Jongkind. He next began to throw off his realist influence 
by painting outdoors. Monet was always the greatest 
supporter of outdoor paintings. His example was followed 
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by others and it was important for all the impressionist 
painters, since in all of them one can find an echo of 
Monet. Among the greatest contributions he made to 
impressionism and subsequent modern painting were his 
visual sensitivity and his manner of expressing it with 
the vibrations of light and the consequent modification of 
traditional concepts of space and volume. In Monet all 
extraneous concerns and even all prior inspiration are set 
aside in the moment of painting. 
Monet always considered himself to be an 
impressionist. However, in his later years he admitted in 
an interview that what had once been a church was now an 
ordinary school open to one and all. 
C) Renoir as an Impressionist Painter 
Pierre-Auguste Renoir, whose art is to be 
discussed, analysed and evaluated in the pages of this 
dissertation, was one of the leading lights of the 
Impressionist breakthrough, so to say. Renoir became 
acquainted with Impressionism in 1867-69 but his period of 
genuinely Impressionist activity extented from about 1872 
to 1881. In those years not only did he create landscapes 
and figures in light but he also created a new type of 
grace. Because of this quality, his painting, 
notwithstadning various influences that can be found 
therein, constituted something altogether new art. 
I 7 
Tmpressioni stn and Impressionist Milieu kept Renior from 
falling into obsolete attitudes. On the other hand, his 
ever fresh Imagination made it impossible for him to be 
content with too mechanical an impressionist 
technique. 
During his Impressionist years, Renoir's figures 
evolved slowly but steadily. It was so because the 
particular grace of the human figure that Renoir attempted 
to capture did not easily lend itself to a marked 
splitting up by chromatic strokes. He needed light in 
motion to accentuate this grace and he needed synthesis. 
His greatest contribution to Impressionism consists of two 
definite achievements. First, he managed to subject the 
greater part of the human figure to a dynamic intensity of 
luminous rhythm. Second, he never became programmatic, not 
even in his use of light and its vibrations. For Renoir 
painting was always a new challenge, something to be 
18 
enacted without preconceived ideas. 
An important phase of Renoir's painting career 
started after his return from Italy. He became restless 
and increasingly dissatisfied with his own work. Visits to 
Cezanne who himself was struggling with his quest for a 
chromatic architecture of painting may well have increased 
h is suspicious that Impressionism had led h im astray 
from the quality of classicism. In 1883, though he was 
still as friendly with Monet as ever, their mutual 
IS 
expeditions for outdoor painting had lost their former 
. . . 19 
excitement and justification. 
Renior's unease during 1880 was partly actuated by 
the realisation that he had gone as far as it was possible 
for him to go in that interchange of light and colour 
which had become the Impressionist Method. His 
observations and study in the Museums increased his 
dissatisfaction and brou ght to the fore all that was 
conservative in his temperament. He had experienced the 
thrill of discovery but he did not like the idea of a 
standard or 'official' technique of Impressionsm. Besides, 
he was too conservative to entertain the idea of a 
continuous quest for something new. 
Returning to old Masters, he was compelled to find 
serious flaws in Impressionism. He reflected that those 
Greco-Roman artists of Pompeii were happy in having only 
ochres and browns on their palette. It was decidedly a 
heresy against the faith of Monet and pissarro in the pure 
colours of the spectrum. Black, although decried, appeared 
to him too to be the 'Queen of colours' . He knew from his 
own experience how deft touches of black added to the 
general brilliance of a colour s cheme. He had, moreover, 
serious doubt about painting in the open air. According to 
Renior, one could not compose, nor could one see exactly 
what one was doing in the open air. Therefore, Renior 
went back to the studio and in the studio he pursued 
1 0 
precisely the same handicraft as the painters of the past 
with rules that did not change. He acquired a firmer 
faith in the classic tradition. For Renoir it was 
represented by Latins such as Velazquez and Goya; the 
Venetians, Titian, Veronese, the great FRench painters etc-'^  
Sometimes, the question as to whether Renoir was 
really an Impressionist or not has been raised by critics 
and historians of twentieth century European Art. He was 
undoubtedly an Impressionist in a purely factual sense of 
the term. Renoir's independent and individual genius 
emerged about the same time as the first Impressionist 
exhibition was held: He contributed with Monet, Sisley, 
Cezanne, Degas and o thers, to the famous show at Nadar's 
gallery. He continued to show his pictures at the 
subsequent so-called Impressionist Exhibitions. Later he 
spoke of having in 1874 'founded' with piessarro, Monet 
and Degas in particular - the Salon of the Impressionists. 
It is clearly unsustainable in the face of facts 
and individual differences in style and technique that the 
word 'Impressionism' made all so-called Impressionists 
carbon-copies of one another. Renoir was never as 
'Impressionist' as Monet in trying to render truthfully " 
the appearance of objects under a given effect of light at 
a given time of day; or as Pissarro in cultivating the 
division of the spectrum colours as a method. Renoir 
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15. Maithey, Francois; The World of the French 
Impressionists, Thames & Hudson, London, 1957, p. 50. 
16. Encyclopedia of World Art, McGraw Hill Book Company, 
Inc, New York, 1964, vol. 7, p. 853. 
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CHAPTER - IT 
L I F E - S K E T C H 
Renior is a great French painter. His very name 
calls up an enchanting and bewitching world of art - a 
world where women and children are entirely captivating in 
the charm of their features. The splended bodies of 
Sun-flushed bathers seem to belong to a new golden era. 
The landscapes Shimmer with intoxicating light and colour. 
The day-to-day scenes are painted with gracious and joyous 
brushstrokes. 
Tn spite of his circumstantial pushes and pulls he 
has succeeded in banishing from art all that is stern, 
awkward and ugly. This is possible due to a temperament 
and outlook he shares with his fellow Impressionists. 
Nevertheless, Renoir is a creative mind of superb 
originality. His creativeness refuses to accept the 
parameters of a 'Movement' . The exquiste refinement of the 
French tradition is further conserved, consolidated and 
expressed in his wonderfully crafted paintings. In early 
twenthieth century when Renior is physically cripple, he 
is still p utting out new and rich blooms of exceptional 
artistry. 
Skinny, bearded, immensely charming and modest of 
manners, Renoir as a perso, inspired extraordinary 
affection among his friends. Although not demonstrative he 
showed intense loyalty and love with acts of quite 
generosity. Renoir was never suspicious of people in 
general; much less of his friends. He would not waste his 
energy worrying about being exploited. He used to say, 
"people love to be nice, but you must give them the 
chance". 
Renoir was a wonderful painter. He was 
self-critical and open-minded. While looking at Raphael 
frescoes in all their simplicity and inevitability 
Renoir mused with himself: 
"Unlike me, he did not seek the impossible T 
am like children at school. The white page must always be 
nicely written and bang - a blot. 1 am still at the 
blotting stage - and I am forty". 
His brother, Edmond, who emerged as a leading 
writer and art ertic has given the following pen-portrait 
of Renoir in one of is letters : 
"T promised you a pen-portrait: you will have seen 
him tewenty times, up and down the boulevard, his head 
bowed deep in thought. He is so preoccupied that he will 
go ten times to do something and forget every time to do 
it. In the street he hurries along indoors he sits quite 
still for hours without speaking. 
Where are his thoughts? With the picture he has 
done or the picture he is going to do... If you want to 
see his face light up and - miracle! - if you want to hear 
him singing some gay tune, do not look for him at table, 
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or in the usual places of amusement, but try to surprise 
2 him at work." 
Pierre-Auguste Renoir was born at Limoges on 25th 
February, 1841. The father of Pierre-Auguste, Leonard 
Renoir, was a 'modest artisan', in fact a struggling 
tailor of pairisian suburbs. He had been quite successful 
in Limoges and in middle age had come, with wife and 
children, to try his luck in Paris. The move from Limoges 
to Paris was made in 1845 when Renoir was only four years 
old. Thus Renoir had no memories of his native place and 
apparently never went there again. 
For all practical purposes, he was a young parisian 
of the working class. In view of the same, young Renoir 
had to start early to earn his living. In 1854 he was 
apaprenticed to a China Manufacturer. Here he 
industriously painted sprays of flowers on the smooth 
white surface of cup and saucer. He painted floral patterns 
and bouquats on pieces of ware at the rate of five sous a 
dozen. In course of time he gained in experience and was 
soon promoted. Such a start to his life is mercifully owed 
to peculiar respect the procelian industry inspired in his 
parents. 
At this point of time Renoir did not look forwrd to 
any other career. However, it seems he was not satisfied 
with his job, as painting China was not his only concern. 
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He enjoyed his leisure to the full and was a regular 
visitor to the melodramas produced at the theatres of 
Paris of those years. He soon started going to evening 
drawing classes and paying regular visits to the Louvere, 
where he was struck by a Sixteenth century sculpture and 
by the paintings of Boucher. The Sixteenth century 
sculpture was by Jean Goujon. He was so thrilled by the 
grace of the sculptor's conception and the solidity of 
form he walked slowly round and round it while 
absent-mindedly chewing his morsels at lunch time. Thus, 
at the young age of seventeen he gained a special intimacy 
with the elegant court painters of the past. 
For four years the young Renoir was an industrious 
apprentice in the art and craft of porcelian painting. Tt 
was not a wok of high order. Nevertheless it required and 
fostered a precise use of the brush. The subsequent 
brushwork of Renoir displaying a delicate touch and an 
appreciation of quality must have been partly inspired by 
his earlier experience of the glaze of bright colour on 
its smooth white ground. Besides, his experience at China 
painting gave him pride of craft. Something of its fine 
technique remains or, reappears, in his mature style. 
Renoir was ambitiously waiting to enter the factory 
at Sevres as a procelian painter. But such prospects were 
dashed to the ground. At the end of four years of 
apprenticeship just when he was hoping to join the 
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magnificent career of painter on procelian at six franes a 
day, there befell a catastrophe which ruined his hopes 
for the future. The mechanical printing of designs on 
Chinaware was just being introduced and the new process 
caught on at once with the public. The handpainted 
product was now considered too rough. Renoir's employer 
shut up shop and the young man was compelled to take to 
painting fans for a living." 
Now, while painting fans and decorating blinds, he 
saved some money with a view to start the career of a 
painter. He had begun to experiment with oil paint at the 
China works. He felt a deep urge to continue with the 
same. 
Therefore, he too kup the study of painting with 
great enthusiasm. Despite domestic compulsions he had the 
guts to give up his job with the blinds manufacturer and 
entered the studio of Gleyre. It was a free and easy 
institution. In view of the same, there was little 
teaching. At best, it was causal. Therefore, Renoir went 
to evening classes in life-drawing and anatomy at the 
Ecole des Beaux-Arts. 
In Gleyre's studio, Renoir formed close friendships 
with three of his companions: Claude Monet, Frederic 
Bazille and Alfred Sisley. It was a meeting of Youthful, 
talented, ambitious and energetic young men and this close 
association with Monet, Bazille and Sisley had great and 
lasting impact on the development of Renoir's art. 
This group of fellow-students was dominated by the 
dynamic personality of Claude Monet. They later on became 
famous as the Impressionists. Together they went on 
painting trips to the Forest of Fontainebleau, 40 miles 
south of Paris, where they worked out in the open air. 
Renoir, very impressed by Courbet, used subdued browns and 
blacks in his work. But one day the artist Diaz chanced 
upon him in the forest and, examining Renoir's canvas, 
asked "why the devil do you paint in such dark colour?" 
This encouraged Renoir to use lighter rainbow colours he 
instinctively preferred and which he had learnt to handle 
during his early years as a procelain painter. 
During the late 1860s,Monet and Renoir worked very 
closely together, for they were both attracted by 
sparkling river scenes and views of bustling Paris. 
Several of their pictures at this time are of almost 
identical scenes, but Renoir's style is softer and more 
delicate than Monet's. VJorking out of doors, where the 
light could not be controlled as in a studio, they had to 
paint quickly to capture the colours in nature before they 
changed. So they made no efforts to bland their 
brushstrokes in the traditional way. Instead they placed 
different colours side by side in themanner soon to be 
generally described as Impressionist. 
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Renoir enjoyed painting landscape but he was always 
more interested in people. Throughout his life he included 
his friends and lovers in his pictures. Some of their 
faces are distinctively 'Renoir', with almond-shaped eyes 
and luxuriant hair, but what he looked for especially in 
the model was can air of serenity' and a good skin that 
'took the light'. Some of Renoir's most successful early 
works are portraits, and his graceful, gentle style was 
particularly suited to painting children. 
The IMpressionists did not have any regard for 
public approbation. They admired Delacroix, Courbet, corot 
and Jonkind. They had no particular interest in 
mythological and historical subjects. They wanted to paint 
scenes from everyday life as well as the natural beauties 
of the countryside. They scorned what they called pseudo -
classicism and the lifeless plagiarism of the great 
Italian masters. Their admiration was all for Corot, 
Courbet and Manet. These artists painted with complete 
honesty. The objects and living creatures were bathed in 
a true and natural light in their canvases. 
Thus Renoir shared in the emerging tastes and 
attitudes of his fellow-impressionists. However, his 
friends did not share in another influence of his 
formative years. While greatly admiring Delacroix, he also 
had tremendous fascination for Ingres, the classicist. He 
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appreciated the beauty of Ingre's pure severity and 
classic discipline. Renoir was by nature a painter of the 
human figure. He faced problems of drawing and modelling 
which never confronted his landscape painting comrades. He 
could, therefore, more readily grasp the virtues of the 
Q 
severe Ingres. 
In 1870, when Renoir was intensely involved in his 
creative work and still groping for the way out, he was 
abruptly called up for training horses for the cavalry 
during Fraco-Prussian war. He returned to Paris in the 
middle of the bitter commune battle of 1871, but was lucky 
enough to have influential friends on both sides who made 
9 it possible for him to travel in and out of city. 
Renoir continued to paint and the group slowly but 
steadily progressed, though without Bazille, who had been 
killed in the war. Through Monet, Renior now met Paul 
Durand-Ruel, the first art-dealer to support the 
Impressionists, who agreed to take his work. Soon he was 
selling enoug^h to move into a large studio in the Rue St. 
Georges. After a sequence of garret studios over the 
years, he now laughingly declared he had arrived. 
Even with the new studio, Renoir's financial 
difficulties did not disappear. Throughout 1870's Renoir's 
paintings like those of his fellow-impressionists, were 
ignored or ridiculed by the academic critics. At one time, 
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one of Renoir's nudes was likened to a 'mass of rotting 
flesh'. However, in course of time, some admirers of 
Impressionist paintings did emerge in Paris. For example, 
victor Chocquel became an enthusiastic admirer of Renoir 
and this gave enormous support to Renoir at a very 
critical period of his career. Despite Choquet's support, 
Renoir was still dependent on portrait commissions gained 
via Salon-Renior became financially, somewhat independent, 
after enlightened middle class families of Paris like 
charpentiers and the Berards became his patrons. 
Renoir remained a bachelor throvgh all these 
years. He seems to have had romantic relationship with 
several girls, most famous and written about being his 
liason with lise Trehot whom he painted so often in the 
1860s. However, Renoir did always regard, throughout these 
years, marriage and children as a distraction from the 
12 focus of his life - painting. 
But when Renoir turned 40, he met Aline Charigot, a 
pretty girl some 20 years younger than himself. Aline 
occasionally modelled for Renoir. Their relationship 
developed during the summer of 1881, while Renoir was 
working on the great Masterpiece of his TMpressionist 
period, 'The Luncheon of the Boating party', for which she 
was one of the models. He taught her to swim, and they 
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danced and went boating together. 
At this period of time, Renior was going through a 
crisis in his career. Despite Mine's suggestion that they 
should go and stay in her small home village in Burgundy, 
Renoir was reluctant to leave Paris and equally reluctant 
to have children. Aline, therefore, called things off. Rut 
Renoir could not forget Aline and eventually married her. 
It was to be a marriage of harmony and happiness. She 
brought him peace of mind as well as children and 
thereafter Renoir led a happy and considerably prosperous 
married life nadame Renoir was devoted to her husband and 
to the three sons she bore him. 
His true individuality emerged with the First 
Impressionist Exhibition of 1874. In the 'Theatre Box', 
the masterpiece among his exhibits at the show of 1874, we 
can see his problems resolved. From the time of this 
painting, both the direction of his vision and his 
stylistic development seem to have been assured. However, 
it was most certainly true of Renoir that great painters 
paint in order to learn to paint. It was at this point 
that he alongwith Monet entered upon the series of river 
scenes at Argenteuil. The Argenteuil landscapes of 1874 
and 1975 are perhaps the high water mark of true 
Impressionism at its happiest moment. 
The Impressionist Exhibition of 1876 was 
instrumental in according Renoir a measure of financial 
success. Fortunately for him, he met victor chocquet, a 
collector of Delacroix works, at the sales of the 
Exhibition who became his first true patron. Chocquet 
commissioned him to paint portraits of himself and his 
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wife, and over years bought may of Renoir's paintings. 
In 1879 he made a trip to Algeria for a period of 
six months. There he painted a number of canvases. By now 
there was considerable improvement in his finances. In 
1881 he left Paris for Italy. He visited Rome, where he 
painted nudes of his young wife. In Florence, Naples and 
Venice he painted famous scenes. At palermo he painted a 
twenty-five minute portrait of wagner. Italy impressed him 
through Veronese, Donatello and especially Raphael. He 
found Raphaels frescoes in Rome so simple and so 
inevitable. This experience actuated a re-examination of 
his own art. 
Tn the eighties began the ill-health. In subsequent 
years of his life, he suffered freqauent periods of 
intense pain. However, he continuously, consistently and 
constantly brought out joyful paintings. His art became 
more radient in his advancing years. 
Subsequently, he came into contact with the liberal 
publisher, Georges charpentier and his wife who was 
well-known for her high literary and artistic tastes and 
ther members of her family. Renoir started painting 
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portraits of champentiers and came into contact with some 
leading figures of his times; Maupassant, Huysmans, 
Mailarme, Turgener etc. However, more important were the 
commissions that began to come in. 
Ambroise Vollard, a picture dealer whom Renoir 
first met in 1894 and who subsequently became a family 
friend, has given a pleasant account of Renoir's household 
during 1880s and 1890s. He reports that there was 
pleasantness and smoothness around Renoir's household. The 
increasing demand of Impressionist pictures in America 
saw Renoir well out of the financial difficulties. Mme 
Renoir arranging all things well; looking after children, 
shelling peas, going to Mass, cleaning her husbands 
brushes etc. Renoir presided amiably over his small 
household and regularly engaged himself in his art and 
craft."^^ 
In his middle age Renoir went on painting with an 
exclusive and unremitting industry. In 1898 he bought a 
house in Burgundy, where he spent summers with his family. 
However, the creeping advance of arthritis compelled him 
to seek the warm climate of the South at Cagnes, where he 
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regularly spent winters from 1903 onwards. 
It was in 1894, when he was fifty-three, that 
Renior first endured those severe attacks of arthritis. 
The later years of his life were a practical demonstration 
of his physical martyrdom. He tried various cures, courses 
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of massage and baths, but his condition became 
increasingly hopeless. He had operations on his knee, foot 
and hand. For several years he was able to get about with 
crutches but at last in 1910 he was confined to a wheeled 
chair. In 1912 he was for a time completely paralysed. Mme 
Renior wrote to Durand-Ruel from Cagnes; "My husband is 
beginng to moVe his arms though his legs are still the 
same. He cannot stand upright, though he is getting used 
to being immobile. Tt is heart-breaking to see him in this 
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state." Yet the man, helpless m old age, with poor 
twisted joints, had his humour intact and his will to 
create in order. The struggle of the crippled man is one 
of the heroic legends of art. When world war first broke 
in 1914, Renior was seventy three year old man and pierre 
was twenty-nine and Jean twenty-one. The young men went 
into the army. The old people were left together. Pierre 
and Jean were both wounded. Mme Renoir died in 1915. The 
lonely old artist went on painting and the final phase of 
these war years is something to marvel at. He pursuad his 
evolution to the end in search of complete fulfilment. 
Renior died in 1919. 
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CHRONOLOGICAL SURVEY 
1841 Birth at Limoges, February 25, of Pierre-Auguste 
Renoir, son of a small tailor. The family numbered 
seven childern, two of whom died young. 
1841 Birth of Frederic Bazille and Berthe Morisot. 
1845 The Renoirs move to Paris, settling in the 
Carrousel quarter. 
1848 Birth of Gauguin. 
1853 Birth of Van Gogh. 
1954 Renoir begins his apprenticeship as a painter on 
porcelain. 
1958 Seeing his profession threatened by newly Invented 
processes of mechanical reproduction, he gives up 
painting on porcelain. To earn a living, he paints 
fans, then decorates blinds. 
1862 Gives this up in turn, now that he has saved enough 
money to keep him going for a while. Follows 
courses at the Ecole des Beaux-Arts, Paris, and 
enrolls in Gleyre's studio, where he meets Monet, 
Sisley and Bazille. 
1863 The exhibition of Modern Painting at 
Martinet's and the first (and only) Salon des 
Refuses open the young men's eyes to Manet's 
painting. TN the summer they work together 
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out-of-doors at Chailly-en-Biere in the Forst 
of Fontainebleau. Death of Delacroix. 
1864 While painting in the Forest of Fontainebleau, 
Renoir makes the acquaintance of the Barbizon 
painter Diaz. 
1866 A stay at Marlotte, near Fontainebleau, where he 
paints"The Inn of Mother Anthony." His entries are 
rejected at the Salon. 
1867 His "Diana " is rejected at the Salon. Shares 
Bazille's studio. 
1867 Death of Ingres. Birth of Bonnard. 
1868 His "Lise" is accepted at the Salon. 
1869 Renoir and Monet work together at Bougival , where 
they paint "La Grenouillere," a bathing spot o n 
the Seine. 
1870 His "Bather with a Dog" and an odalisque are 
accepted at the Salon. During the Franco-Prussian 
War, he serves at Bordeaux in a light cavalry 
regiment. 
1870 "The Batignolles Studio " by Fantin-Latour. 
Bazille killed in action. 
1871 Renoir returns to Paris during the commune. 
1873 Studio in the Rue Notre-Dame-des-Champs. "Le 
Pont-Neuf". 
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1873 Meets Durand-Ruel, Studio in the Rue Saint-Georges. 
Paints with Monet at Argenteuil on the banks of the 
Seine. 
1874 First Group Exhibition of the Impressionists. "Box 
at the Theater." Meets Caillebottee. Both Renoir 
and Monet paint "Sailboats at Argenteuil." Death of 
his father. 
1875 Auction-sale at the Hotel Drouot with Monet, 
Sisley, Berthe Morisot. Meets Chocquet. "Les Grands 
Boulevards" 
1875 Death of Corot. 
1875 Second Group Exhibition of the Impressionists. 
Meets the publisher Charpentier. Two portraits of 
Chocquet, "Le Moulin de la Galette." 
1977 Third Group Exhibition. "Portrait of Heanne 
Samary". 
1877 Death of Courbet. 
1878 "Madame Charpentier and her Daughters". 
1878 Duret publishes "Les Peintres impressionistes" 
1979 Accepted at the Salon with his portraits of Jeanne 
Samary and"Madame Charpentier, Renoir takes no part 
in the Fourth Group Exhibition. Meets the diplomat 
Paul Berard, who invites him for the summer to his 
home at Wargemont, near Berneval on the Channel 
coast. 
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1880 Stays at Croissy, an island in the Seine near 
Bougival , at an inn run by "La mere Fournaise, 
where he begins "The Luncheon of the Boating Party, 
"for which his wife-to-be. Aline Charigot, is one 
of the models. 
1881 Travels to Algeria in the spring, and staays at 
Wargemont during the mummer. Leaves for Italy in 
the autumn, visiting Venice, Florence, Rome, 
Naples, Pompeii. 
1882 Palermo: "Portrait of Wagner," On the way back he 
visits Cezanne at L'Estaque, where he catches 
pneumonia. Convalesces at Algiers. Seventh Group 
Exhibition. 
1883 One-man show in April, arranged by Durand-Ruel; 
Duret prefaces the catalogue. Summer in Guernsey. A 
trip with Monet in December from Marseilles to 
Genoa; they visit Cezanne at L'Estaque. Reads 
Cennino Cennini's treatise on painting. "The 
Umbrellas" . 
1883 Death of Manet. 
1884 Breaks with Impressionism and reverts to line. 
Begins "Les Grandes Baigneuses." Summer trip to La 
Rochelle, where Corot had painted. 
1885 Birth of his first son, Pierre, Summer stays at 
Wargemont, then at La Roche-Guyon with Cezanne. 
Autumn at Essoyes, in the Champagne country, his 
wife's home. 
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1886 Successful Impressionist Exhibition at New 
York, organized by Durand-Ruel . 
1888 End of Renoir's Harsh Period. Stays with Cezanne at 
the Jas de Bouffan, then at Martigues in the 
winter. Tn ' December his face is partially 
paralyzed. 
1889 Revisits Cezanne, then stays at Montbriand, near 
Aix. 
1889 Paris World's Fair. 
1890 Foregoing emphatic linework, Renoir adopts the 
freer, richer style that characterizes his 
Iridescent Period. Studio at 11, Boulevard de 
Clichy, Paris, Three-week stay in the summer with 
Berthe Morisot at Mezy. 
1890 Death of Van Gogh. 
1891 Trip in the winter to Tamaris, then to Lavandou. 
Short stay at Mezy in the summer. 
1892 Trip to Spain with Gallimard. One-man show at 
Durand Ruel's; sells his first picture to the 
State. Summer stays in Brittany, at Pont-Aven, 
Pornic, Noirmoutiers. 
1893 Winter at Beaulleu. Summer at Pont-Aven, then at 
Benerville with the Gallimards. 
1893 Opening of the Vollard Gallery, Paris. 
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1894 Death of Caillebotte, who leaves his collection of 
impressionist pictures to the State. But Renoir, 
his executor,, only succeeds in having a part of 
them accepted. Another summer stay with the 
Gallimards, then at Essoyes. Birth of his second 
son, Jean. Lives in an old house in Montmartre 
known as the Chateau des Brouillards. Studio in the 
Rue Tourlaque. 
1895 Staying in the South of France, he returns to Paris 
at the news of Berthe Morisot's death. Summer in 
Brittany, at Pont-Aven, then at Treboul on the Bay 
of Douarnenez. Also works at Louveciennes, near 
Paris. 
1895 Death of his mother. His enthusiasm for Wagner 
wanes after a trip to Bayreuth. Lives in the Rue de 
La Rochefoucauld. Exhibits at Durand-Ruel's . 
1897 Summer at Berneval, then at Essoyes, where he 
breaks his arm. 
1898 Stays at Berneval, then at Essoyes, where he buys a 
house. First severe attack of arthritis in 
December. 
1899 Winter at Cagnes, hear Cannes. Rents a house at 
Saint-Cloud, near Paris, for the summer, then takes 
a cure at Aix-les-Bains. 
1899 Death of Sisley. 
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1900 Winter at Magagnose, near Grasse, Summer at 
Louveciennes and Essoyes. Takes part in the 
large-scale art exhibition at theParis World's 
Fair. 
1901 Winter at Magagnose. Birth of his third son, 
Claude, nichnamed Coco. Another course of treatment 
at Aix-les-Bains. 
Settles at Le Cannet, near Cannes. 
1903 Winter at Le-Cannet, then he moves back to 
Cagnes, living in the Maison de la Poste. Summer at 
Essoyes. 
1993 Founding of the Salon d'Automne. 
1904 Course of treatment at Bourbonne-les-Rains. 
Retrospective Exhibition of Renoir's work at the 
Salon d'Automne. 
1905 1909 His arthritis grows worse. Settles for good at 
Cagnes, where he buys a plot of ground Vnown as 
"Les Collettes" and builds a house. Visits Essoyes 
and Paris each summer. 
1906 Death of Cezanne. 
1910 His health taking a turn for the better, he makes a 
trip to Munich. 
1912 Partially paralyzed and confined to a wheel chair, 
he paints wi th the brush strapped to his hand. 
/ ,' 
1914 - 115 His two sons Pierre and Jean are both badly 
wounded early in the war. Death of Madame Renoir. 
1919 After summering at Essoyes, he visits the Louvre 
in his wheel chair, where he watches the hanging 
of his own "Portrait of Madame Charpentier" and 
sees Veronese's Marriage at Cana", Thus fulfilling 
a long felt desire. He died at Cagnes on December 
3. 
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CHAPTEE - TIT 
RENOTR'S STYLE AND TECHNIQUE 
Renoir was greatly stimulated by the beautiful 
things of nature. However, behind his love of nature stood 
an exalted conception of art and tradition. This 
distinguished him from a thoroughgoing Impressionist like 
Monet whose paintings concentrated on momentary visual 
effects. All along his long artistic career, Renoir was 
deeply devoted to the great works of the past. He drew 
important inspiration from his own original thinking and 
creations from the Masters. Thus the discovery of the 
lovely sixteenth century sculpture of Jean Goujon in his 
youth can be said to have inspired many of his paintings 
in his mature years. This devotion explains his emphasis 
on tradition or his great respect for the Masters. It also 
explains his rejection of the Impressionists absolute and 
exclusive submission to nature. As Renoir himself 
expressed it, "with nature one is bound to become 
isolated, I want to stay in the ranks". 
Renoir stubbornly refused to see the extent of 
the break with the grand traditions of European culture, 
in which he had been at least partially instrumental, and 
considered himself to be the inheritor of the ideals 
passed down from the Greeks via Pompeii, Raphael, Poussin, 
Corot and Cezanne. His admiration for the Old Masters 
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persisted, and the inspiration of Greek art and Venetian 
painting in his late works is marked. For Renoir their 
example was eternally valid, but in acknowledging this he 
failed to see how radically the vision manifested in his 
own work had transformed these exemplars into something 
that was at once timeless and of its time. His late nudes 
were not in any way the same as Titian's, the freedom of 
drawing, technique, colouring and proportion marked them 
as a product of the early 20th century rather than of the 
16th; yet at the same time the essence of the theme and 
expression is timeless in that it appeals to a strong urge 
in the viewer for an affirmation of life, abundance and 
order. Renoir's view of art as something that should 
aspire to a level of consciousness beyond the transient 
led him to disavow the rather precious idea of progress in 
art and civilisation. Occasionally he overstated his case, 
most notably when he said to Vollard : 'Progress in 
painting, no certainly, I don't admit it. There has been 
no progress in ideas and none in process'. 
This probably represents his most fundamental, 
deeply felt and subjective reaction to the constant 
problems, common to every artist when faced with the 
process of painting. Nevertheless, elsewhere, he gave a 
more considered account of his attitude towards progress: 
'It is necessary to take care that we do not get stuck in 
the form that we have inherited; it is equally necessary 
to make sure that, simply for the love of progress, we do 
not detach ourselves completely from the centuries before 
us. This tendency, particularly obvious among us today, is 
very understandable. So many marvellous discoveries have 
been made in the past hundred years that men seem to 
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forget that others have lived before them. 
Some of Renoirs' statements about art throw 
important light on both the man and his work. In one of 
his conversations with Walter Pach he gave a significant 
but simple account of his method and aim as an artist. 
What follows is more revealing than any critic's 
observation : 
"I arrange my subject as I want it, then I go 
ahead and paint its like a child. I want a red to be 
sonorous, to sound like a bell; if it does not turn out 
that way T add more reds and other colours until T get it. 
I am no clever than that. I have no rules and no methods; 
anyone can look at my materials or watch how T paint - he 
will see that I have no secrets. I look at a nude, there 
are myriads of tiny tints. I must find the ones that will 
make the flesh on my convas live and quiver". 
The following statements by Renoir also reveal 
his deep appreciation of the inscrutable mystique of art 
and artistry : 
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"Nowadays they want to explain everything. But if 
they could explain a picture, it would not be art. Shall T 
tell you what I think are the two qualities of art. It 
must be indescribable and it must be inimitable.... The 
work of art must seize upon you, wrap you up in itself, 
carry you away. It is the means by which the artist 
conveys his passions; it is the current which he puts 
forth which sweeps you along in his passion". 
"The fact is that in painting, as in other arts, 
there is no single procedure small enough to be stated in 
a formula. Look, T have wanted to measure out the oil to 
be put in my colour once and for all. Well, I could not do 
it. I had to judge it afresh every time. I believe T knew 
a long time before the ' Scientif ics' that it is the 
opposition of yellow and blue which provokes violet 
shadows, but when you know that, you are still in 
ignorance of everything. There is much to painting which 
cannot be explained and which is essential. You arrive 
before nature with theories, and nature throws them to the 
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Renoir's brother who emerged as a great art-critic 
and scholar of the history of art has the following to say 
about the method of Renoir : 
"It is in following my brother's whole output that 
one realises there is no 'method'. In none of these works, 
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perhaps, can one find the same V7ay of procedure; and yet 
they sustain themselves from beginning to end by aiming 
not at perfection of surface, but at a complete 
understanding of natural harmony". 
In Renoirs' younger years i.e. by 1950s and 60s, 
Paris was still full of noise of pedlars, street 
performers and idelers. Renoir enjoyed every bit of it. He 
enjoyed the Parisian crowd. This inculcated in him a 
pronounced sympathy for popular life which can be 
discerned in all his work. He grew up with the people and 
his work is a sympathetic understanding of and joyous 
celebration of people's aspirations and concerns. 
Why shouldn't art be pretty?' Renoir asked once. 
There are enough unpleasant things in the world. This 
simple statement sums up his attitude to both life and 
painting - he had a tremendous capacity for enjoyment, and 
his art was an expression of his pleasure in life. Renoir 
only worked when he felt happy, and he deliberately choje 
subjects that he considered attractive : lush landscapes, 
fruit and flowers, people enjoying themselves, children 
playing and, above all beautiful women. 
Nothing gave him greater pleasure than painting 
women, and although our idea of fashionable beauty may 
have changed considerably since Renoir's time, the young 
women we see in his paintings still evoke an era when 
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living in Paris was fun. He was brought up the son of a 
tailor in the centre of the city, and his models are 
invariably working girls - same stresses. kollomers. 
actresses - who, he once said, had the precious gift of 
living for the moment. 
Natural as it seems now, Renoir's choice of subject 
matter was radical and daring when he decided at the age 
of 21 to enrol as an art student at the studio of Charles 
Gleyre. The Paris art world was still dominated by the 
official Salon, which preferred to exhibit works on 
historical and literary themes, painted in a realistic 
style. Only in the past few years had younger artists, 
notably Gustave Courbet, turned to everyday subjects which 
were more expressive of a fast-changing France. 
Renoir quickly found that he was more interested in 
life on the street corner than in the usual studio 
practice of copying plaster casts of antique sculpture. 
His teacher could not persuade him that the big toe of a 
Roman consul should be any more majestic than the toe of a 
local coal man. One day, exasperated with his pupil, 
Gleyre said, 'No doubt you took up painting just to amuse 
yourself. And Renoir replied, 'Certainly. If it didn't 
amuse me T wouldn't be doing it'. 
While studying at Gleyre's studio, Renoir became 
friendly with a group of fellow students, dominated by the 
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dynamic personality of Claude Monet, who were later to 
become famous as the Impressionists. Together they went on 
painting trips to the Forest of Fontainebleau, 40 miles 
south of Paris, where they worked out in the open air. 
Renoir, very impressed by Courbet, used subdued browns and 
blacks in his work. But one day the artist Narcisse Diaz 
chanced upon him in the forest and, examining Renoir's 
canvas, asked 'Why the devil do you paint in such dark 
colours?' This encouraged Renoir to use the lighter, 
rainbow colours he instinctively preferred and which he 
had learned to handle during his early years as a 
porcelain painter. 
During the late 1860s, Monet and Renoir worked very 
closely together, for they were both attracted by 
sparkling river scenes and views of bustling Paris. 
Several of their pictures at this time are of almost 
identical scenes, but Renoir's style is softer and more 
delicate than Monet's. Working out of doors, where the 
light could not be controlled as in a studio, they had to 
paint quickly to capture the colours in nature before they 
changed - for example, when clouds covered the sun. So 
they made no attempt to blend their brushstrokes in the 
traditional way. Instead they placed different colours 
side by side, in the manner soon to be generally described 
as Impressionist. 
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During his Impressionist years, Renoir developed a 
fascination with the effect of light passing through 
foliage to fall as dappled shadows on the ground, and on 
human forms. In his painting Le Moulin de la Galette, a 
large, complex composition, Renoir used the light passing 
through the trees to unite his figures with their 
surroundings. Although Renoir painted this work in his 
studio, he visited its location - a Montmartre dance-hall-
every day, immersing himself in the life of the area and 
making sketches on the spot. 
Throughout the 1870s Renoir exhibited regularly 
with the Impressionists, but he also submitted paintings 
to the Salon. He was always more traditional than the 
other Impressionists and never for a moment considered 
himself a revolutionary. While his anarchist friend, the 
painter Camille Pissarro, wanted to burn down the Louvre, 
Renoir was a frequent visitor to the gallery. 
At first he saw no contradiction between his 
Impressionist insistence on painting directly from nature 
and his reverent study of Old Masters. But in 1883, 
following a trip to Italy, Renoir was no longer able to 
reconcile the two. He told a friend : 'I had travelled as 
far as Impressionism could take me and I realized that T 
could neither paint nor draw'. Subsequently, Renoir 
dramatically changed his style, and developed a 'harsh' 
technique, surrounding his figures with hard, sinuous 
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outlines. Tn the Bathers (1884) he adopted the Old 
Masters'method of making detailed preparatory drawings. 
The resulting work is as flat and decorative as a mural at 
Pompeii. 
By the 1890s, these harsh outlines had melted again 
as Renoir returned to a style more in harmony with his 
instincts. He began to use warmer colours, especially reds 
- possibly as a result of two earlier trips to Algeria 
where he had been most impressed by the hot, sultry light. 
He painted his children, their beautiful, robust nurse 
Gabrielle, and a variety of large, sensual nudes, all 
glowing with radiant colour. 
T^ enoir also did a number of flower paintings, in 
which he experimented with the same rosy flesh tints he 
used for his nudes. And at the end of his life, when his 
hands were increasingly crippled by rheumatism, Renoir 
began to execute small bronze sculptures with the help of 
studio assistants. These solid, rounded figures were yet 
another expression of his endless delight in the human 
form. T never think, he said, 'that I have finished a 
nude, until I feel that I could pinch it'. 
It must be kept in mind that Impressionism was 
never a school of painting with a rigid theory. Tn fact, 
Impressionism had no formal theory at all. The merit of 
the Impressionist painters was that they abandoned any 
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fixed programme, although they achieved similar results. 
Impressionism was a particular period of taste, which 
while it lasted left an indelible mark. 
Renoir's unease during 1880 was partly actuated by 
the realization that he had gone as far as it was possible 
for him to go in that interchange of light and colour 
which had become the impressionist method. His 
observations and study in the museums increased his 
dissatisfaction and brought to the fore all that was 
conservative in his temperament. He had experienced the 
thrill of discovery but he did not like the idea of a 
standard or 'official' technique of impressionism. 
Besides, he was too conservative to entertain the idea of 
a continuous quest for something new. 
Returning to old Masters, he was compelled to find 
serious f^Mvs in Impressionism. He reflected that those 
Greco-Roman artists of Pompeii were happy in having only 
ochres and browns on their palette. It was decidedly a 
heresy against the faith of Monet and Pissarro in the pure 
colours of the spectrum. Black, although decried, appeared 
to him too to be the 'Queen of Colours'. He knew from his 
own experience how deft touches of black added to the 
general brilliance of a colour scheme. He had, moreover, 
serious doubts about painting in the open air. According 
to Renoir, one could not compose, nor could one see 
exactly what one was doing in the open air. Therefore, 
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Renoir went back to the studio and in the studio he 
pursued precisely the same handicraft as the painters of 
the past with rules that did not change. He acquired a 
firmer faith in the classic tradition. For Renoir it was 
represented by Latins such as Velazquez and Goya, the 
Venetians, Titian, Veronese, the grelat French painters 
etc. 
The 'Luncheon of the Boating Party at Bougival' of 
1881 may be said to mark the end of a period in his art. 
In this representation of the open air scene he knew so 
well, he showed all the skill so wonderfully displayed in 
the 'Moulin de la Galette' . The delightful glimpse of 
landscape, the sparkling still-life on the table, the 
varied poses of the boaters, the haunting sense of the old 
'fete champetre', again arouse admiration. It would be 
hypercritical to advance as an objection that it does not 
add a fresh pleasure to that we have previously enjoyed : 
yet Renoir felt he was in danger of becoming static. He 
began to discard richness of incident and open-air effect 
in favour of simpler and well-defined form. A new 
precision of outline appears in the 'Blonde Bather' of 
1881. There is a tendency towards it in the series of 
paintings of dancing couples, of which the 'Dance at 
Bougival' (1883) is an example. A new insistence on formal 
or decorative elements of design, together with an 
enamel-like smoothness of surface that recalls the 
technique of Boucher (a little, also, that of the 
porcelain workshop) shows itself in 'The Umbrellas'. There 
is a great difference from the earlier pictures of the 
Parisian scene such as 'Leaving the Conservatoire', where 
the design makes itself, so to speak, in 'The Umbrellas' 
the formal pattern is artificially imposed to unify the 
moving crowd. There is a certain loss of the old 
spontaneous feeling, of the pulse of real life, to offset 
this, a decorative gain. 
What wlas the 'classicism' to which the uncertain-
ties and discontents of 1881 to 1883 eventually led ? The 
representation of the human figure : the beauty not of 
transient effect but of form in a durable sense that 
allied it with sculpture : the choice of such elements as 
were timeless - e.g. a grove (but not a garden, the plan 
of which assigned it to a place or period), a piece of 
drapery (but not a period dress). These were eighteenth 
century canons. In following theme, Renoir placed a 
distance between himself and the convinceld Impressionist 
- a Monet or Sisley, to whom the figure was of minor 
importance, who painted a landscape that was certainly of 
the nineteenth century, who was so much less interested in 
the sculptural form than the " effect of light. The 
classical canons had their triumph in the great work which 
occupied Renoir for several years. 
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On the other hand he is aware of the intimate 
aspect of life afforded by marriage. Tn 1885 his first 
son Pierre was born. Tn his new linear manner and yet with 
apapreciation of the buxom appearance of Mme Renoir, with 
her baby at her breast, he painted the beautiful 'Mother 
and child' of 1886. Charm returns, here and in the 
'Washerwoman and Child' of 1886. It was not always easy to 
disengage real life from his classic aims, or 
alternatively to combine them with entire success. Tt is 
with disappointoientthat one comes to the 'Woman with Cow 
and Sheep' of 1887, where the sharp outlines flatten the 
picture and the result is strangely impoverished. He tries 
with more success, yet with some insipidness in the 'Girls 
playing Shuttlecock' (1887) to construct a classical 
composition while frankly accepting the bonnets, parasols 
and bustles of the 1880s. It was a difficult problem, to 
express himself fully and achieve a richness and fullness 
of effect, and yet to apply or submit to a strict 
discipline of means. 
The settled domestic life had its influence on his 
art, at least as far as the choice of subject was 
concerned. Mme Renoir was constantly before his eyes to 
remind him that a- woman should be painted 'like a 
beautiful fruit'. His second son Jean was born in 18^3, 
his third son Claude, in 1901. They inspired more of those 
paintings of childhood- in which he had always excelled : 
though his study of the little human group of which he was 
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the head was more intimate than the commissioned portraits 
of earlier days, with an observation of everyday attitude 
and expression that is beautifully seen in the 'Reading 
Lesson' and the 'Writing Lesson' . The family progress 
through the years is commemorated in the 'Mother and 
Child" of 1886, the picture of Jean Renoir and the servant 
Gabriel le (who so often served him as model) and her 
little girl, in the early 1890s, the 'Artist's Family' of 
1896.1^ 
Renoir, in his insulated world, was more and more 
absorbed in the study of the figure : but the hard outline 
that had marked 'nis first 'classical' efforts melted again 
in his last and so-called 'red' period. Tt was more truly 
classic to let the figure grow, as it were, in its 
surroundings, materialising in the round, not by its 
contours, but as if it were an essential feature of the 
landscape, sharing its general character and colour. In so 
far as he used a brilliant red to set the key, he may be 
said at this stage to extend the Impressionist idea of 
colour in that direction we now call Post-Impressionist, 
towards a new vividness. 
In ^is method of painting he came back to that 
transparency from which he had first been diverted by 
Courbet : a method approaching that of wate-colour, a 
medium which, like Cezanne, he used occasionally with 
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exceptional understanding. During his Impressionist days 
he applied transparent colour to reinforce the opaque 
substance of oil paint,- in accents and surface touches -
but from about 1890, he evolved his picture from 
transparent glazes through vhich the white canvas still 
15 
appears. 
Albert Andre who watched him at work at Cagnes has 
given valuable particulars of the successive stages of the 
method. When the subject was not elaborate he began by 
drawing roughly the general plan with Indian red. Then, 
with turpentine as a medium he washed on pure colours and 
a delightful though imprecise effect began to appear. At 
the second stage, when the spirit had evaporated, he 
continued to work in the same way, but now using a mixture 
of oil and turpentine. He added white in those parts which 
were to be in light and strengthened the shadows and 
half-tones with more transparent colour. Gradually the 
forms emerged in the coloured mist with a soft rotundity a 
jewel like sparkle, a translucent glow. For an elaborate 
composition like one of his later variants on the 'Grandes 
Baigneuses' theme, he made no complete sketch but a series 
of small pictures in the general character of the work. 
Though complete in themselves, the numerous paintings of 
single bathers thus served the purpose of the academic 
subject painter's preliminary figure drawings. The method 
suited him entirely. He arrived at that smoothness of 
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surface which he liked to feel he could caress. He could 
make a colour vibrate, as he said, like the sound of a 
front door bell in a quiet room, with a peculiar 
resonance. Degas had once remarked that Renior played with 
colour like a kitten playing with a ball of coloured wool. 
In the days of later mastery his colour took on a grander 
quality, a primitive ardour'. 
No gap can be said to exist between the bathers of 
the Iridescent period and those subsequently painted at 
Cagnes. EAch is a member of the same family, though the 
latter, like all the late work, show his increasing 
delight in sculptural form. 
This new trend naturally led to a stronger emphasis 
on modeling, and the colors of forms were shaded off, not 
to say blurred, by freely flowing strokes of the brush 
melting into one another more completely than they ever 
had before. 
This style is a far cry from anything we found in 
the so-called Harsh Period, when Renoir, fearing to see 
everything solid and durable in painting slip 
irretrievably from his grasp amidst the flashing lights 
and colors of Impressionism, had resolved to secure forms 
beneath a taut network of contour lines. But this 
strictly linear containment of them never came natural to 
him, it was a check on his true temperament. And casting 
about in the late 'eighties for the technique that would 
reconcile form and light, to the detriment of neither, he 
found it at last when he discarded stiff outlines and let 
masses expand in terms of the light playing over them. At 
the same time he found the style that, all things 
considered, suited him best. 
From now on he got the satisfaction of starting out 
with firmly grounded volumes and working up progressively 
to the finished picture. He began by priming his canvas 
with a light scumble on which he laid in his masses. This 
was the first step. The second consisted of model-1-ing the 
masses, working them into shape by burnishing the facets 
that caught the 1 ight and deepening the color of those 
that remained in shadow. The third and final operation was 
to lay in the accents and highlights that set their tone 
and gave life to forms. 
Albert Andre, who knew Renoir well, has left an 
account of the way he produced these jewels of light and 
color: 'His early training as a painter on porcelain left 
him a lifelong fondness for bright, translucent colors. 
Today the white ground of his canvas has taken the place 
of the chinaware of old... When the subject is a simple 
one, he goes at his picture first by brushing in a few 
very sketchy guidelines, usually in red-brown, so as to 
proportion the elements that will make up his picture, the 
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Renior laid in his colors on the original scumble 
gradually, with a round, flexible, tapering brush, 
applying thera in thin, transparent layers, one above the 
other, each veiling the last without concealing it. In 
this way he obtained a smooth, silky, lustrous texture, 
full of deep, limpid gleams, very much in the tradition of 
the Venetians, induced a pupil to use it, declaring: T 
consider an art inferior when there is a secret behind it. 
Nothing is hidden in the paintings of Rubens and 
Velazquez. Those who ramble on about glazing don't know 
what they're talking about. They're looking for trade 
secrets that never existed, and don't exist in that 
18 picture Degas had young Rouart copy. 
The work he referred to is Mantegna's Virtue 
victorious over the Vices, which Degas had set his pupil 
to copying, having him prime the canvas with an 
apple-green grounding on which a glaze was then applied. 
Renoir began a picture in the opposite way, with a 
low-pitched, lightly blurred scumbling, which he then 
covered over with the highlights and accents that brought 
forms and colors to life. 
Renoir's technique remained essentially the same 
from the Iridescent Period to the end of his life, but as 
he grew older he practiced it with increasing freedom and 
mastery. His palette, largely reduced to earthy colors and 
cobalt blue during the Harsh Period, now bloSSOtgfid 6Ut 
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again, composed of the following tones, red lake, 
Vermillion, red-brown, yellow ochre, Naples yellow, 
emerald green, cobalt green, terra verde, cobalt blue, 
white and ivory black. For several years before and after 
1905, he worked ivory black into the modeling of 
flesh-parts, whose color thereby took on a leaden hue. 
When he gave up this practice, his nudes regained all the 
luminosity and blandness of tone that characterized them 
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up to the end. 
Now, whether he painted landscapes or washer women, 
bathers, nymphs, odalisques or alalegorical figures, nude 
or dressed in bright-colored garments, Renoir made them of 
the same clay, with the same hand, lovingly building them 
up round radient points, which he took as so many 
interchangeable cores to be fashioned into flowers, fruit 
and women's bodies. 
Bathers represent by far the major part of his late 
work. But all these magnificent creatures, bathers, 
odalisques or washer women, are at one with every other 
element of the picture. Anxious not to sunder human beings 
from their surroundings, Renoir continued for the most 
part to paint them in luxuriant landscapes. And these, 
whether taken in their own right or merely regarded as a 
background, are ever more richly, more typically colored, 
while the way in which they are built up in terms of basic 
volumes is more or less apparent according as they are 
left in the rough or highly finished. 
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CHAPTER - IV 
VIEWS AND REVIEWS BY ART CRITICS 
Renoir acquaired international renown while he was 
still actively, rather vigorously painting during the 
first decade of 20th century. His fame and magic of his 
artistry spread to Europe, America, Africa and Asia. He 
achieved considerable financial status in view of 
increasing demand for his priceless paintings. 
In 892, Renoir had his largest one-man exhibition 
at Durand-Ruel's Paris gallery. The 110 paintings on view 
from May 7 to 21 spanned twenty years. Works were lent by 
nineteen prominent collectors including Berard, 
Caillebotte, Monet, and Charpentier. The catalogue 
contained a long preface by Arsene Alexandre, an eminent 
critic and collector, who wrote; As for his drawing...it 
is the drawing of a master painter who has kept, thYdUgh-
out the disappointments of life and the anxieties of art, 
all the candor and lively impressions of a twenty 
year-old. 
Many favourable reviews appeared. One was by the 
painter Maurice Denis, then twenty-two, who was to become 
a close friend of Renoir's :"A whole life of silent and 
unpretentious work, the beautiful and honest life of a 
true painter. Idealistic? Naturalistc? As you like, He has 
been able to limit himself to conveying his own emotions, 
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all of nature and all of his dream by his own methods, 
with the joys of his eyes he has composed marvelous 
bouquests of women and flowers. And since his heart is big 
and his will upright, he has only done very beautiful 
things. However, less favourable articles also appeared, 
such as an anonymous review in Le Temps. The artist has an 
uneven temperament.. .Be that as it may, all this work, 
despite the weaknesses that one can see in it, is that of 
a born artist, but an artist basically too undecided, too 
far below his own level, for him to be properly ranked 
among the masters. Despite this devastating comment, 
evidence that Renior had achieved official recognition was 
on hand at this exhibition. Earlier in the sporing 
Mallarme and Roger Marx had persuaded their friend Henry 
Roujon, recently appointed director of fine arts, to 
purchase a Renior painting. At age fifty, Renior finally 
saw his first government purchase. 
Nevertheless, historians and critics of art started 
taking cognisance of his super contributions to the realm 
of art. Subsequently, many landatory reviews of Renior' 
art appeared in the acclaimed' journals of those times. 
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The following is from Georges Riviere's review of 
the Group Exhibition of 1877, printed in L'Impressioniste, 
No. T, 6th April, 1877. 
The exhibition at the Rue Peletier shows us living 
scenes which do not sadden the eve or the spirit; luminous 
landscapes, joyous or grandiose, never any of those 
lugubrious notes which mae a black mark on the eye. 
Starting with the works of M. Renoir and with his 
most important work, Le Bal (Le Moulin de la Galette)...In 
a garden flooded with light, scarcely shadowed by a few 
thin acacias, whose slender leaves tremble at the least 
wind, some young ladies with all the charm of their 
fifteen years, proud of their fimsy dresses, the material 
of which has cost so little and the style nothing, and 
some young men full og gaiety, compose the happy crowd 
whose hullabaloo drowns the orchestra. The lost notes of a 
quadrille come through from time to time to restore the 
dancer's measure. Noise laughter, movement, sun, in an 
atmosphere of youth, such is Le Bal of M. Renoir. Tt is 
essentially a Parisian work. The girls are the very same 
who elbow us every day and whose babble fills Paris at 
certain hours. A smile and a flick of the wrist is enough 
to be pretty; M. Renoir proves it. See the grace with 
which a pretty girl reclines on a bench! And that young 
philosopher, sitting astride his chair and smoking a pipe, 
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what a profound contempt he must have for the fluttering 
of the dancers who seem to disdain the sun in the energy 
of a polka. 
M. Renoir has good reason to be proud of his Bal; 
never has he been more inspired. It is a page of history, 
a rigorously precise and precious monument to Parisian 
life. No one before him has dreamt of noting the existence 
of everyday life on such a grand scale of canvas. It is a 
historic picture. M. Renoir and his friends have 
discovered that history painting is not the illustration, 
more or less, of droll tales from the past they have 
opened a way where others will certainly follow. Of what 
importance to us are the operetta kings rigged out in blue 
or yellow robes, carrying a seeptre in the hand and a 
crown on the head? When, for the hundredth time, we are 
shown St. Louis dealing out justice under an oak, are we 
much better for it? What documnts will these artists who 
deliver us from such lucubrations bequeath to future 
centuries for the history of our times!" 
From an article by Arsene Houssaye, printed in 
L'Artiste, 1870: 
The two true masters of this school, who instead of 
talking about Art for Art's sake, talk about Nature for 
Nature's sake, are MM. Monet ( do not confuse him with 
Manet) and Renoir; they are, like Courbet of Ornans, two 
true masters with the brutal frankness of their brush. T 
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am told that the jury rejected. M. Monet, but had the good 
sense to accept M. Renoir... 
Gleyre, his master, must have been surprised to 
have shaped such a prodigious child who laughs in his own 
way. But Gleyre is too great a painter not to recognise 
Art, whatever form it takes. 
Remember, then, the name of M. Renoir and the name 
of M. Monet. I have in my gallery the Woman in the Green 
Dress by Monet and a frist Bather by Renoir which I shall 
give one day to the Musee du Luxembourg, when the Musee du 
Luxembourg opens its doors to all atittudes of the brush . 
"Emile Zola was one of the first to champion the 
Impressionists. The following extract is from an article 
by him which appeared in Le Voltaire, 1880. 
Certainly.... the exhibitions of the Impressionists 
occupied all Paris for a moment. Their praises were sung, 
they were swamped with laughter and derision, but the 
visitors came in crowds. Unhappily, all this was only 
noise, the noise of Paris borne away on the wind. 
M. Renoir was the first to understand that 
comissions would never arrive in this way, and, as ahe had 
to live, he started to send once more to the official 
Salon, and this has resulted in his treatment as a 
renegade. I am for independence in all things; yet I must 
say that the conduct of ^. Renoir seems to me to be 
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perfectly reasonable. One must be aware of the admirable 
oportunities for publicity that the official Salon offers 
to young artists; our habits being what they are, it is 
only there that they can triumph seriously. Certainly, 
they must guard their independence in their works, and 
watch that nothing of their temperament is attenuated; 
then, they should give battle in the open." 
My dear Bergerat, 
...At the age of fifteen my brother was obliged to 
take up a job...from what he did with sticks of charcoal 
on the walls, it was decided that he possessed a bent for 
the artistic profession. My parents therefore placed him 
with a porcelain painter... The young apprentice applied 
himself diligently to his job; the day over, armed with a 
portfolio taller than himself, he would go off to the 
free drawing classes. This latest two or three years. 
He progressed rapidly; after a few months' 
apprenticeship, he was entrusted with pieces usually 
reserved for the mature craftsmen, a fact which was made 
something of a joke - they called him, laughingly, 
'Monsieur Rubens' - and he used to cry at being made fun 
of. However, among these craftsmen there was a good 
natured old fellow whose passion it was to paint in oils 
at home; glad, perhaps, to have a pupil, he gave the young 
man some of his canvases and colours. After some time, my 
brother tried painting a picture on his own. 
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The apprentice stuck at his task, and, one Sunday, 
the visit of the first instructor of the painter of Lise 
and Le Moulin de la Galette was announced. I remember it 
as if it were yesterday. I was still a boy, but I could 
understand that important matters were afoot; an easel 
carrying the famous canvas was placed in the middle of the 
largest room of our modest lodgings in the Rue 
d' Argenteuil. Everybody was impatient and excited. I had 
been brushed up and told to behave. Tt was a solemn 
moment. The 'master arrived...at a signal I placed a chair 
before the easel; he sat down and began to inspect the 
work. It was (T can see it yet) an Eve; behind her a 
serpent entwined itself round the branches of an oak, 
coming forward with snarling jaws as if to hypnaoatise 
her. 
The examination lasted a good quarter of an h our, 
after which, without any other comments, the poor dear 
fellow turned towards my parents and said simply, 'You 
must allow your son to paint, in our profession he will 
get at the most twelve or fifteen francs a day. T predict 
for him a brilliant career in the arts - see what you can 
do about it. 
Supper that night in the Rue d'Argenteuil was a sad 
one: the joy occasioned by success disappeared before the 
terrible prospect of letting him leave the work where his 
livelihood was assured, for the world of art, which could 
so 
lead him straight to misery. At last, our parents resigned 
themselves, and the Ecole des Beaux-Arts had one student 
the more. Auguste entered the studio of Gleyre, studies 
anatomy passed the courses of perspective and sketching -
like everyone. 
How then, a student of Gleyre, has he become what 
he is? It was like this; at this time, far more than now, 
the painting students went out in parties to settle down 
in the forest of Fountainebleau. They had no studies like 
today; luxury was unknown. The inns of Chailly, Barbizon 
or Marlotte received them, big or small and off they would 
go with knapsacks to work out of doors. It was there my 
brother met Courbet, the idol of the young painters, and 
Diaz, who held their admiration to an even greater degree. 
Diaz gave him the best lesson which he has perhaps ever 
received. It was Diaz who said to him, 'No painter with 
any self-respect will touch his brush unless he has a 
model before his eyes. 
This 'axiom' remained profoundly engraved in the 
mind of the young student. He said to himself that flesh 
and blood models cost too much and that he could find what 
he wanted in much better conditions, the forest being 
close enough to let him study at his leisure. He stayed 
there summer and winter throughout these years. "It was 
by living in the open air that he became an open-air 
painter. The four cold walls of the studio did not press 
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in on him; the uniform brown and grey tones of the walls 
did not dull his eye. Also the atmosphere and surroundings 
had an enormous influence upon him; having no memory of 
the kind of servitude to which artists so often bind 
themselves, he let himself be set in motion by his subject 
and above all by the character of the place he was in. 
That is the particular quality of his work; he 
restated it everywhere and at all times, from Lise, 
painted in the open forest, to the Portrait of Mme 
Charpentier and Her Children, which was painted in her 
home without the furniture being moved from its normal 
daily place, and without anything being prepared to give 
more importance to one part of the picture than another. 
When he painted the Moulin de la Galette, he setled 
down to it for six months, wedded to this whole world 
which so enchanted him, and for wh ich models copying the 
poses would not serve; mixing himself in the whirlpool of 
this popular pleasure-gathering, he captr.red the hectic 
movement with dazzling vivacity. 
When he painted a portrait? He begged his sitter to 
keep his ordinary clothes, to sit as he usually sat in his 
habitual position, so that nothing should look 
uncomfortable or prepared. 
As well as th is, his paintings had, apart from 
their artistic quality, all the innate charm of a picture 
faithful to modern life. He painted things we see every 
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day; in these paintings, which will certainly remain among 
the most vital and harmonious of our time, we find our 
life recorded. 
Likewise in The Acrobats, arrangement does not 
exist. With subtlety and bewildering spontaneity he had 
seized the fact of movement in the two children. Just so 
did they parade, wave, and smile in the circus ring; I 
need not use the grand words of Impressionism and Realism 
to say that here we can see r eal life with all its poetry 
and flavour".... 
"You must understand that adroitness is not indispensable. 
Didn.'t Renoir paint ravishing pictures with his left hand 
when he broke his right arm? " 
Camille Pissarro: Letters to LUcien" 
"If Renoir draws as he does - for it is, after all, his 
weak point - it is not the fault of my having pleaded with 
him to take steps about it! I was then much msmitten with 
David, and I still am; and he is someone whose line does 
not please one! If Renoir had listened to me and had 
united drawing and colour, who knows if he might not have 
become a second David, like my distinguished friend, the 
Lecomte de Nuoy. But when I said to Renoir; 'You must 
force yourself to draw! Do you know how he answered me? 
'T am like a little cork thrown in the water and 
carried by the currnet. I let myself paint as it comes to 
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"Degas (with a brusque gesture): You know what T think of 
painters who work on the highways. It is that were T the 
government, T would have a brigade of Gendarmerie to keep 
an eye on the men who do landscapes from nature.... 
Vollard: But Renoir, doesn't he paint in the open air? 
Degas; Renoir! That's different he can do anything he 
likes. 
Vollard: En Ecoutant Degas, Paris, 1919" 
"I think very often of Renior and that pure clean line of 
his. That's just how things and people look in this clean 
air. 
Vincent van Gosh: Letters to Theo" 
"I despise all living painters except Monet and Renoir, 
and I wish to achieve success through work. 
Cezanne (Fragment of a letter, 1902)" 
I know of nothing I would sooner possess - and by our 
desire of possession we may measure our admiration - than 
one of Renior's nudes. He has modelled whole bodies of 
women in the light, and the light is not only on the 
surface, apparently it is under the surface. Some of his 
portraits of children are the most beautiful I know - they 
are white and flower like, and therefore very unlike the 
stunted, leering little monkeys which Sir Joshua Reynolds 
has persuaded us to accept as representative of tal 1 and 
beautiful English children. Renoir's life supplies me with 
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an instructive anecdote; but for y ou to approve of the 
anecdote you must know something of his early days. So I 
will tell you that he began life as a studio to follow 
their own bent, and Renoir was fortunate in meeting there 
three fellow students, Monet, Bazille and Sisley. These 
three had already come into contact with the Realist 
movement; Monet had come to Paris from Le Havre with the 
encouragement of Boudin, while Sisley and Bazille were 
admirers of Corot and Courbet. It is significant of 
Renoir's future development that his recognition of the 
revolutionaries in this student period did not incline him 
to Monet's preoccupation with landscape; not only did he 
prefer the figure, he retained his enthusiasm for the work 
of the Old Masters, and it was he who would insistently 
drag the reluctant Monet round the Louvre. 
With the closing of Gleyre's studio, the group 
embarked on that poverty-stricken but adventurous period 
of the sixties which carried them from Realism to the 
first essay of Impressionism. They painted woodland scenes 
in the forest of Chailly, Renoir meeting rural nature as a 
subject for the first time; he was working still in the 
light of Corot and Courbet. As the future Impressionist 
group drew together, Renoir met not only such" men as Diaz 
and Courbet but also Manet, PIssarro, Cezanne and his 
friend Zola. 
In their submissions to the Salon the friends were 
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generally unsuccessful, but before 1870 Renoir had some 
half dozen pictures accepted at the Institution whose 
approval was still the foundation of a young painter's 
career. His portrait Lise and his group picture At the Inn 
of Mother Anthony are among the best known of his works 
from this time, and although they are Realist in 
conception, the influence of Manet, with his bold area of 
flat colour, is noticeable. Portrait of Frideric Bazille 
(plate I), painted in 1968, shows that readiness to accept 
the scene before him which it characteristic of Degas' 
portrait of Tissot, done in the same year; it even makes 
Manet's Emile Zola of 1868 seem a little posed. 
With his portraits and figure studies Renoir 
attracted porcelain painter - I have seen flowered vases 
painted by him and pictures of flowers painted exactly as 
a porcelain painter would paint them. It was not till the 
8sixties that he began to paint portraits. I think that it 
was at the end of the sixties that he painted the 
celebrated picture of the woman looking into the canary 
cage - a wonderful picture, but very unlike the Renoir of 
the nudes that I hunger to posses. Is it not strange that 
an art so strangely personal as Renoir's should have been 
developed by degrees? Manet was Manet as soon as he left 
Couture's studio-even before he went there. Degas was 
always Degas; but there was no sign of the late Renoir 
even in the portrait of the lady looking into the canary 
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cage. The beautiful nudes would never have been painted if 
he had not come to the Cafe de la Nouvelle Athenes. But do 
I admire the nudes as much as I say 1 do? Renoir as a 
whole - is he the equal of Manet ? Good heavens, no! And 
indeed at the bottom of my heart 1 always suspect Renoir's 
art of a certain vulgarity. If this be true, all the more 
strange that he, who was influenced by everybody, should 
have ended by influencing all the others. Manet's last 
pictures were certainly influenced by Renoir; Manet's last 
years were spent thinking of Renoir. Renoir was always in 
the Cafe de la Nouvelle Athenes, and I remember very well 
the hatred with which he used to denounce the nineteenth 
century - the century in which he used to say that there 
was no one who could make a piece of furniture or a clock 
that was beautiful and that was not a copy of an old one. 
It was about that time that Durand-Ruel began to buy his 
pictures; and one day, finding himself in easier 
circumstances, he thought he would take what the 
newspapers call a well-deserved - or is it a well-earned? 
- holiday. For some time he wals not sure whether he 
should lay in a stock of wine and cigars and give dinner 
parties, or should furnish a flat and fall in love. These 
are the outlets tha^ life offers to the successful 
painter, and it would have been as well for Renoir if he 
had not been so virtuous : for he went instead to Venice 
to study. Tintoretto, and when he returned to Paris he 
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entered a studio with a view to perfecting his drawing, 
and in two years he had destroyed forever the beautiful 
art which had taken twenty years to elaborate. The last 
time T saw him was on the Butte Montmartre, a decaying 
quartier, full of crumbling facades, pillars and abandoned 
gardens. He was living in a small house at the end of one 
of these gardens, interested far more in his rheumatism 
than in painting. I was talking to him of Aungtin, who 
believes that the whole century has gone astray, that we 
must return to the painting of our ancestors, to glazes; 
but Renoir showed little interest - he only said Chacun a 
sa marotte, which means that everyone has a bee in his 
bonnet. But why should this old man take an interest in 
Aungtin's new aestheticism ? Renoir has said what he had 
to say, and when a man has done that, the rest had better 
be silence. 
George Moore; Reminiscences of the Impressionist 
Painters, Dublin, 1906 
It is not surprising that speculators in Renoir 
should have been to the laslt unanimous in asserting that 
Renoir's latest works were better than ever. That any 
critism should have been found innocent enough to echo 
this two-edged politeness has always astonished me. It may 
not be neces'sary to tell an old man, stricken with mortal 
malady, that his work can never again be what it was. He 
certainly knows this better than anyone else. The 
transparent flattery combines derision of his intelligence 
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with obvious insult to his master-pieces ... one of the 
most brillant Renoirs in existence, a flower painting of 
roses and honeysuckle... this canvas by Renoir brings 
sharply before us the gulf that separates the painter of 
genius from one of respectable achievement. 
The flowers of Fantin are applied, rather than 
painted, on a mechanically scumbled background that 
creates with them no cubic space. The flowers are seen as 
painstaking items the collocation of which may be said to 
have neither rhyme nor reason, since, in art, rhyme, and 
rhyme alone, is reason. Renoir at his best... has all the 
qualities that constitute a great painter, pressed down 
and running over.. . It would be so illogical to suppose 
that the greatest heirs of all the ages should not have 
over their predecessors the added advantage bestowed by 
the passage of time, and even power in using it, which we 
need not be surprised to find cumulative. 
W.R. Sickert, A Free House, MacMillan, London, 1947 
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CHAPTER - V 
DESCRIPTION OF RENOIRS' PAINTINGS 
For Reno'lr, painting was a way of expressing pleasur 
in life. He always enjoyed portraying his friends and 
lovers, and was never ashamed of making pretty pictures. 
Renoirs' famous paintings ofhis friends at play-dancing, 
boating, eating chatting - are a celebration of French 
summer outings. 
Renoirs' first great picture La Coge (1874) was 
exhibited in the first Impessionist Exhibiting in 1874 
itself. But the "Luncheon of the Brating party" marked a 
watershed in Renoir's career. Soon afterwards, he began to 
paint pictures like the famous umbrellas, and Dance in the 
Town, in a more severe harsh style. At this time, he also 
painted some beautiful still lifes, like the colourful 
fruit of the Midi. Towards the end of his life, Renoir 
painted predominantly nudes. After the Bath, with its 
warm, melting colours, is a fine example of the 'hot' style 
of his last years. Renoir has always enjoyed painting 
women, especially nude ones. In fact, in his last years, 
Renoir's favourite subject was the nude. He painted 
hundreds in rich glowing colours, revelling in their 
roundness and fulness of form. Renoir said, "My concern 
has always been to paint nudes as if they were some 
splendid fruit". 
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What follows is a description of Renoirs' 
representative paintings and it hopefully chronicles the 
development of Renoir's career as a painter in a balanced 
and judicious way : 
Painted in 1866 
A LARGE VASE OF FLOWERS 
Fogg Museum of Art, Cambridge, Massachusetts 
For all its apparent looseness, this painting has a 
precise structure. The flowers spill over into the lower 
left hand corner in joyous profusion, with an asymmetry as 
free and as wild as nature. But at once the artist proceeds 
to counter this unbalanced. To the right of the vase, 
Renoir has developed a heavy shadow area, rich in purples, 
shaggy in contour, and sharply contrasted with the pool of 
light below it. Especially important is the placing of the 
ruler-straight lines in the lower right side of the canvas. 
In the setup from which Renoir painted there was perhaps 
no such line as the diagonal which breaks into a zigzag in 
the extreme corner; yet something of the kind is patently 
necessary. If the reader will cover this diagonal, he will 
see that the composition becomes lopsided. 
This leads to an awareness of the basic structure. 
Thecompositon is held in two triangles; a lower one wi th 
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its apex at the rim of the bowl under the flowers; and the 
other with its apex at the top of the bouquet. 
The Impressionist technique had" not yet evolved when 
Renoir painted this picture. The brushing here is bold, the 
pigment fat and rich, suggesting the influence of Courbet. 
And instead of a generalized effect of luminous colour 
which will later suggest flowers rather than depict them, 
here the petals are separate and distinct. 
Yet the canvas glows with light and colour, 
indicating that Impressionism is just around the corner; 
there is something of that school in the feeling of the out 
of doors which Renoir has captured in this canvas. The 
texture of the flowers is marvellously rendered, and one 
is tempted to say that the very perfume of the flowers is 
there, too. 
The silvery-blue tonality is enlivened by accents of 
black; the lovely sprinkling of yellow star-like blossoms 
is sheer delight. Renior is at the threshold of his career, 
but his taste already is exceptional. 
Painted in 1867 
D I A N A 
National Gallery of Art, Washington (Chester Dale 
Collection, Loan) 
Renoir tells that one day a man came to buy this 
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canvas; they couldn't come to terms, for the prospective 
buyer wanted only the deer. The rest of the picture did not 
interest him! 
The buxom lady became a Diana only through 
expediency. Renior was a canny, realistic man as well as an 
artist. Here is what he said of this picture: "T intended 
to do nothing more than a study of a nude. But the picture 
was considered pretty improper, so I put a bow in the 
model's hand and a deer at her feet. I added the skin of an 
animal to make her nakedness seem less blatant - and the 
picture became a Diana"! He had his eye on the Salon of 
1867; but the painting was rejected. 
The canvas is one of the few on which Renoir 
employed the palette knife; it was at the time when the 
artist admired the thick impasto pigment and the prodigious 
realism of Courbet. The picture is clearly a studio piece, 
the lighting of the figure is harsh and the setting 
artificial . 
Renoir is still trying to find himself, but his 
instinct and sensibility are sure. AGain we have the cool 
silver-blue tones(one maya recall that while Renoir paints 
cool at the start of his career and warm later, the reverse 
is the usual development). Throughout the painting there is 
a pronounced interest in varied textures, substances 
distinct in colour, value, and rendering. Paint quality 
ranges from the smooth, unbroken sky to the enriched and 
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dazzling flesh, then on to the more vigorously painted 
rocks, and finally to the broad, loose flecking of the 
foliage. 
In a general way, the cool tones move from the 
upper left to the lower right corner, while the warmer 
tones are on the opposite axis. The bright band with which 
Renoir hoped "to make her nakedness less blatant" is part 
of the warm axis, but its lines follow the cool direction. 
There are many subtleties which the observer will 
discover; this is one of the great figure paintings of 
nineteenth century realism, and its qualities are not 
easily exhausted. 
La Grenovillere 
1869 26" x 32", National Museum, Stockholm 
Renoir and his friend Claude Monet, both painted 
views of La Grenovillere, the popular bathing place on the 
Seine. Working in the open air, they set up their easels 
side by side to paint the lively crowds and the reflection 
on the water. 
Painted in 1870 
PORTRAIT OF MADAME PORTALIS 
Fogg Museum of Art, Cambridge, Massachusetts 
(31 3/4" x 25^") 
At the time this portrait was painted, Renior was 
much preoccupied with making a reputation at the official 
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Salon de Beaux Arts. But though he firted occasionally 
with the stuffy ideals of the art professors, the 
innovator within him always came to the rescue. 
This painting seems to have been calculated for 
success; it has a more studied, a more contrived quality 
than most of the preceding pictures. The pose is somewhat 
academic, the self-consciousness of the turned away head 
and the stylish, empty gesture of the left hand seems to 
have called forth a similar self-consciousness in the 
artist. 
Still, for all that the picture is conventional enou gh to 
us today, it shows greater warmth and invention than the 
Salon portraits of the time. Renoir aobviously was 
captivated by the luxuriant, sensuous reds of Venetian 
painting he saw in the Louvre; and though his natural 
disposition at this period is towards cool tonalities, he 
gives us here a beautiful range of deep and saturated 
reds, an air of labishness. 
The artist was clearly working hard to make this 
an acceptable portrait, and one senses his caution and 
restraint in the painting of the head. But elsewhere, 
freed of the burden of making an agreeable likeness, 
Renoir's true qualities come into play. We note the 
shimmmer in the painting of the oriental background 
material; the delight in the cool richness ' of the grey 
cloth; the charming motif of the lacy edging of the 
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dress; and, so completely Renoir, the glowing tones and 
vitality of the shoulders and bosom. 
Painted in 1874 
T H E L 0 e 1 
Courtauld Collection, London 
(31" X 25" ) 
'Beauty', said Strendhal, "is the promise of 
happiness." To Renior, a simpler man, the words are 
synonymous; beauty is happiness. The promise and the 
realization are one. This picture is a hymn to the beauty 
of woman. It is an image of health, an exaltation of 
maturity, an idealization of togetherness. With what tact 
Renoir has placed the man in the background, covered half 
his face, and subdued the detail with which he is 
rendered! The woman is offered for full and rapturous 
gaze; her face and body and costume are more flowerlike 
than the blossoms in her hair and corsage. She is a 
bouquet herself. 
The man is Renoir's younger brother, Edmond, who 
worshipped him. The woman is Nini Lopez, one of Renoir's 
models at the time, "With a profile of antique purity". 
This goddess chose to leave Renoir shortly after and marry 
a tenth rate actor. 
"Black", said Renoir, "is the queen of colours". A 
typically Renoir choice, it plays throughout, lustrous', 
96 
patterned, varied, uniting the man and the woman. The 
alternate stripes stream do wn from the woman's bosom and 
face, like a radiation from the glamorous flesh. 
The picture is full of Renoir's best qualities. 
Every aspect, by plan or by instict, is harmoniously 
developed for visual delight. Take, for example, the 
pairing of things; the man and the woman; the gold of her 
bracelet and the opera glasses; the double gold stripe 
below her hand; the two pink blossom clusters on her 
bodice; the two vertical stripes in the light drapery; the 
twin pinks of her face and the flower above in the warm 
spots of his face and gloved hand; even, as a final 
flourish, the two splashes of black on the ermine at the 
edge of his shirt front. 
Again and again these paired attractions are 
related throu gh short lower right to upper-left 
diagonals; contrasting diagonals form a major movement 
upward and into the picture throu gh the positions of the 
railing, the woman, and the man. 
One's eye keeps wandering back to that lovely 
face, its doll-like perfection set off by palyful wisps of 
hair which keep this beauty from cloying. Tf painting can 
be compared with music, surely this canvas is Mozartian. 
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Painted about 1974 
MADAME MONET ON A COUCH 
National Gallery, Washington (Gulbenkian Collection) 
(21" X 28^") 
RENIOR and Claude Monet were the two most daring 
innovators among the Tmpresionists and between them 
existed a close, life-long friendship. At the time this 
picture was painted, Renoir often stayed at the Monet 
house in Argenteuil, a small community near Paris, on the 
Seine. The two men painted many pictures there, often 
setting up easels side by side. As a result of their and 
other Impressionists' pictures, Argenteuil will have a 
lasting renown in the annals of art as a proving ground 
for Impressionist theories. 
On one occasion Edouard Manet joined the two 
friends. He was working on a picture of Mme. Monet and her 
son, with MOnet in the background. From time to time he 
glanced at Renoir, who had also set up an easel. At an 
opportune moment, he drew MOnet aside and, making what is 
one of the worst wrong guess in history, said: "You're a 
good friend of Renoir's. Why don't you tell him to give up 
painting? You can see he'll never get anywhere." 
Amusingly enough, Renoir at this time was 
considerably under the influence of Manet's painting, 
which he admired for its terse clarity, its boldness of 
attack, and its elimination of shadow. The plate opposite 
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is very Manet-like, and shows these characteristics. 
Tt is really study in instantaneous vision; in 
every resgect the canvas exemplifies the attempt to strip 
paianting to what is caught in a fleeting glimpse. Mme, 
Monet, at her ease on the couch, looks up momentarily from 
her reading; the artist, in a stenographic manner notes 
the main colour areas and shapes. There is almost no 
modelling, sharp contrasts of colour and value establish 
features, hair, the details of the costume. The figure 
cuts across the canvas on a diagonal; one half is the 
thriftiest possible indication of pillows and wall, the 
other half is given to sketchy details and more assertive 
colour. The picture has grace, air, vivacity, and complete 
assurance; a veritable tour de force. 
Painted in 1974 
BALLET DANCER 
National Calalery of Art, Washington (Widener Collection) 
(56 1/8" X 37 1/8") 
UNLIKE Degas, who sees the ballet dancer as an 
object of the theatre, a trained performer, Renoir here 
presents the little dancer more sympathetically as a 
charming girl. The ballet is formalistic - traditional and 
aristocratic; and this combination would naturally appeal 
to Renoir and Degas. They were the two among the 
Impressionist group who, tho ugh concerned with what was 
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immediately before their eyes, still retained a grteat 
respect for formal composition and tradition. 
Renoir gives us here the graceful poising of a 
figure destined for beautiful motion. Indeed, the 
movement, weightlessness, and fleeting balance of the 
ballet may be called the unseen subject of this painting. 
Cunningly, every detail is made to contribute. The dancer 
is suspended in a cool, relatively high-key atmosphere 
which suggests floor and background, yet does not engage 
the figure in architecture. There are no hard boundaries; 
the drawing is delicate and the touch light - and yet 
there is precision and fluidity. 
Through the dianty attractions of the extremities 
of the body, our attention is made to shift between widely 
separated areas of lovely decoration; the details of the 
neck, face and hair; and the legs and feet. The brightest 
touches of colour in this picture - an arrangement of 
pearly tones on grayish tones - are very diluted spots of 
red, yellow, and blue, and Renoir's black. Within the 
restricted colour in each area, there is an amazing 
variety of tints, and the brushing at times seems to 
dissolve into air. 
There is a small series of triangular notes, like 
the one between her feet, and above it, between the 
ankles; two more triangles of shadow at the shoes; the 
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triangular arrangement of arms and head; the triangle of 
the projecting skirt. One fancies that something of the 
lightness of the piece may derive from the suggestion of a 
wing in the drawing of the skirt. The lightness, the 
delicacy, the fluttering life of a creature not 
earth-bound, are given to perfection here. 
Painted about 1875 
PORTRAIT OF VICTOR CHOCQUET 
Collection Dr. Oskar Reinhart, Winterthur, Switzerland 
(18 1/8" X 14 1/4") 
A KIND of fame belongs to this otherwise aobscure 
customs office clerk; he was friend and sitter to some of 
the greatest artists of his time. Passionately devoted to 
progressive art, Chocquet had seen Renoir's work at the 
historic Impressionist sale at the Hotel Drouot in 1875. 
He immediately wrote, begging him to do a portrait of Mme. 
Chocquet with one of Delacroix's pictures in the 
background: "T want the two of you together, you and 
Delacroix." Subsequently Renoir painted Chocquet twice. 
That the painter was touched by the man's eagerness, 
sensitivity, and gentleness is obvious in this 
affectionate portrait, painted at a time when Renoir was 
sorely in need of a patron, and beset by financial 
problems. 
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A fine, high-keyed tonality, a lightness of 
brushing, mark Renoir's authentic manner of this period, 
differing from the tighter rendering of his society 
portrait commissions. In this relaxed portrait, there is a 
wonderful combination of sympathetic understanding of the 
sitter's personality and a graceful skill that harmonizes 
perfectly with it. 
Cezanne painted Chocquet, too; in his version one 
is struck immediately by Cezanne's rugged, almost fierce 
modelling, his preoccupation with structure, the bones 
beneath the flesh. Renoir, captivated by h is sitter's 
personality, reveals how much more important to him was 
the projection of the spirit of the man(in the last 
analysis, when portraitists are at their best, they are 
painting themselves as well as their sitters). 
One sees here, in the casual, almost untidy 
painting of the hair and shirt, still more of tha 
interest in the informal that produced Renoir's most 
intimate portraits. Tn the delicate, free painting of the 
fingers, whose outlines are inexact, there is much of the 
instinctive and tentative; Renoir's true interest was in 
things as experienced and felt. 
Outof meagre financial resources, Chocquet bought 
canvases from Renoir, Cezanne, and the o ther 
Impressionists before their work was widely appareciated. 
He strenuously fought for the recognition of the young 
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painters, and managed to build a magnificent collection of 
their works. The collection was dispersed after his 
death. 
Painted about 1976 
MADAME HENEIOT 
Collection Dr. and Mrs. David M. Levy, New York 
(27" X 21") 
WHO but Renoir could have given us a vision so 
rare and utterly charming? Who else could so miraculously 
capture this ineffable beauty and delicacy, the essence of 
femininity? The picture is so like a happy dream that it 
is a little hard to think of it as a portrait of a real 
and mortal being. Other painters - Renoir's idols, 
Watteau, Boucher, and Fragonard, for instance - have given 
us charm and delicacy; but almost no one has succeeded so 
completely in etherealizing a personality, while yet 
keeping it close and warm and human. 
We know that the subject is something really seen; 
this is Renoir's magic. The figure is painted with a 
minimum of stylization, in colours atmospheric, diffuse, 
opalescent. With wonderful taste, Renoir gives fluidity to 
the lightness and bluishness of the whole, even though in 
order to do so he was obliged to sacrifice correctness, as 
in the drawing of the hands and arms, athe neck and 
shoulders . 
1C3 
In its high-keyed tonality the whole canvas seems 
a radiance, its luminosity reaching a climax in the head. 
Through the very dark accents of the golden brown hair and 
the sparkling brilliance of the eyes, Renoir further 
assures the dominance of the face. Through the lovely, 
shadowless porcelain colours of the skin, the suppression 
of the drawing of the nose except for the accents of the 
nostrils, the striking emphasis of the eyes, Renoir makes 
of the features a serene, decorative ensemble. Many of 
these devices have determined a mode which has since been 
popularized by portraitists and fashion illustrators the 
world over. The superficialities can be copied, the poetic 
imagination --''which could conjure up such an image is 
Renoir's alone. 
The sitter is Mme. Henriot, who often posed for 
Renoir at this time. She was an actress of the Comedie 
Francaise; through Renoir's pictures of her she has become 
the very image of womanhood at its loveliest. 
Painted in 1876 
MOULIN DE LA GALETTE 
Louvre, Paris 
(SlV X 6^") 
THE world knew how to laugh in those days! 
Machinery had not absorbed all of life you had leisure for 
enjoyment and no one was the worse for it. With this 
104 
this happy, wonderful picture before us, Renoir's 
reminiscence seems a pallid understatement. The canvas is 
so rich in attractions, so full of enchanting details, 
that it becomes nothing less than an affirmation of the 
goodness of living. 
The painting celebrates the triumph of youth: the 
women are radiantly beautiful, the men as dashing and 
debonair as young blades ought to be. Renoir has become 
famous as a painter of the nude; but what painter has 
clothed the human form more entrancingly? And with 
unbelievable virtuosity, he has animated his figures with 
an amazing variety of postures and activities - bold, 
relaxed, eager, withdrawn, flirtatious - all of them 
graceful and natural. 
There are bits of still life, shimmering patterns 
of the light fixtures, children - like the dainty blonde 
creature in the lower left - tucked in here and there. One 
even fancies that the buzz of voices, the shuffle of feet, 
and the gay dance tune are part of the composition. 
This is one of Renoir's largest and most ambitious 
compositions; yet he was not to regard it as one of his 
best paintings. Despite its apparent crowding and 
turbulence, it reveals a studied organization. The 
triangular foreground group is related through silhouette 
and colour to the group at the trees; and this group, 
through yellow and gold-brown tones, becomes part of a 
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vertical unit which provides stability to the right of the 
canvas. The other side allows easy entrance into space over 
a ground dappled blue and pink - Renoir's way of creating 
the effect of sunlight and shadow without introducing 
neutral dark values. By emphasizing the verticality of the 
dancing figures through sharp colour contrasts, Renoir 
echoes vertically again, and repeats it playfully in the 
posts in the background. 
These are only a few of the linear relationships; 
varied curves set up another series of rhythms. Rich 
colour is contrasted with plain, and each is developed 
into an independent sub-theme: reds, yellows, blues, 
greens, blacks. Light flickers across the scene, resting 
here and there for compositional emphasis. Subject and 
method have been completely integrated into a unity which 
is one of the great achievements in the art of painting. 
Painted about 1876 
GIRL READING 
Louvre, Paris 
(18" X 15") 
One may imagine that Renoir, occupied on a canvas, 
suddenly caught a glimpse of the model relaxing in a 
sunlit corner of the studio, and, struck by the brilliance 
of her face in reflected light, snatched up another canvas 
and was well into the work before the girl realized what 
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was going on. She had "a skin that takes the light , and 
for Renoir that meant painting, painting without respite. 
What a dazzling thing he has made of this study! 
The light, reflected back from the book, makes the shadow 
of the face transparent, and Renoir there discovers a 
wonderful variety of fresh and subtle tints. The head 
glows as though lighted from within; and in the verve and 
spontaneity of the execution, in the casual ease of the 
pose, it recalls again the best in French eighteenth 
century painting. The brush fairly dances a staccato beat, 
here laying down thick deposits and there mere washes. 
With rapid strokes of the brush, Renoir engages us in a 
red play; makes the gold flare up into the hair and 
repeats it on the book. With one dashing stroke the shape 
of the jaw is given. This parenthesis curve is seen again 
in the lips, in the eyes and eyebrows, the book, and 
elsewhere. The major theme of the piece, however, is one 
not seen, and the word for it is insouciance. 
The model was Margot, who is described as having 
curly auburn hair, sparse eyebrows, red lashless eyes, a 
wide nose, plump cheeks, her thick voluptuous lips curled 
in a scornful smile, and noisy and vulgar with her 
suburban accent. She is the dancing girl in the preceding 
plate, and was painted often by Renoir - always 
transfigured by his art. In 1881, this Montmartre demi 
mondaine died of typhoid fever, and Renoir paid for her 
burial. 
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Painted in 1876 
NUDE TN THE SUNLIGHT 
Louvre, Paris 
(3U" X 25") 
Out of a riot of glittering brush strokes rises 
this stunning nude torso. "The most simple subjects are 
eternal", said Renoir. "The nude woman, whether she 
emerges from the waves of the sea, or from her own bed, is 
Venus, or Nini; and one's imagination cannot conceive 
anything better". The colouring and texture of the body 
indeed suggest rare sea shell tints. 
Evidently Renoir was delighted with the freshness 
and spontaneity of this sketch and chose to leave it so. 
The pearl like shape and lustre of the forms is the major 
theme, given in the round mass of the haunches and belly, 
the breasts, shoulders, head, and echoed in the roundness 
of arms and neck; and a dappled sunlight which plays 
across the arms and body sustains this motif. Nothing is 
allowed to distract from the fullness notice how Renoir 
has virtually eliminated surface markings like the nipples 
and navel. 
The girl is completely a thing of nature; only 
Renoir's recurrent bracelet and ring betray a note of 
feminine vanity. The grasses suddenly part, the scene 
becomes to our eyes a riot of colour streaks, and before 
us is this unforgettable vision of a forest creature, a 
Rima to delight and trouble the senses. 
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Painted in 1878 
PORTKATT OF A GIRL 
Collection Jakob Goldschmidt, New York 
(25^" X 2n") 
A striking thing about this picture is the 
adaptability and poetic assurance of Renoir's vision, 
which unerringly keys itself to the sentiment of the 
subject, the qualities of the persons or places he is 
painting. 
Renoir protested against the title. La Pensee, 
which became associated with this picture. "Why has such a 
title been given to my canvas? I wanted to picture a 
lovely, charming young woman without giving a title which 
would give rise to the belief that T wished to depict a 
state of mind of my model.... That girl never thought, she 
liveld like a bird, and nothing more". 
However this may have been, Renoir was caught by 
the pensiveness of the model on the chaise; wistful as she 
is, there is also a conquettishness, an element of sly 
appraisal, in her glance. 
The girl inspired in Renoir the search for effects 
of reverie and mystery. The tones and contours are 
exceptionally soft and filmy; the loose, flowing hair and 
the diaphanous clothes help to make of her body a softened 
shell which is completely at one with her enveloping 
surroundings. He colours - the warm hair, the lips, the 
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flesh tones and their shadows - reappear in the meadow 
like, freely spotted treatment of the chaise. 
Renoir has searched out the nuances and mood of 
the subject, and has given us the charm and delicacy which 
come from deep and ready sympathy. 
Painted in 1878 
THE SKIFF 
Collection Lady Aberconway, London 
(28" X 36%") 
The term Impressionism is really a misnomer for 
this type of painting. It was originally intended as a 
term of derision by academic minds, bewildered and 
antagonized by the sketchiness of the drawing, the shower 
of high keyed brush strokes, the artless compositions, and 
the general feeling of evanescence. Yet Impressionism is 
anything but casual impression (as the picture Mme. Monet 
on a Coucb may be described); it is, as may be seen in the 
present plate, a thorough going, concentrated analysis of 
luminosity in terms of colour. Everything else in the 
painter's bag of tricks is ruthlessly sacrificed to this 
preoccupation. And far from being "formless", as many 
critics still maintain, what the Impressionists devised 
was a new artistic, amazingly consistent in every element 
every intention. 
no 
Renoir was not often as thoroughly Impressionist 
as he is here. Cezanne is supposed to have said of ^5onet, 
the arch-Tmpressionist, "He is only an eye, but my God, 
what an eye!" Renoir was too much in love with people and 
with nature to be "only an eye" for very long. He worked 
as an Impressionist when the occasion suggested it, and he 
became one of the greatest; but life had many other songs 
for him, and this accounts for the variety of style and 
subject which we see in the plates preceding and following 
this one in our collection. In the present reproduction a 
very narrow strip of sky is unavoidably omitted and the 
full circle of the railway signal at the upper right has 
been cut by the edge. 
Painted in 1878 
MADAME CHARPENTIER AND HER CHILDREN 
Metropolitan Museum of Art, New York 
(60^" X 74 Z'M 
8 ' 
A brilliant and attractive woman, with great 
influence in the world of letters, art, and politics, 
Madame Charpentier became interested in the Impressionists 
in the late seventies, and particularly in Renoir. When he 
was commissioned to paint her - one of the most celebrated 
Parisian hostesses - at home with her children, Renoir 
seized the opportunity to make an impressive showing in 
I l l 
the Salon of 1879, and thus encourage the reception of his 
work in circles that could afford to pay for it. 
The plate opposite is, in a sense, the result of a 
wonderfully successful compromise. Here is that rare 
hybrid, a picture which meets the requirements of society 
portraiture, while at the same tirae engaging the artist 
fully in terms of his own personal creativeness. The 
patron, understandably, subordinates his interests in 
pictorial values to his hopes for an agreeable 
presentation of those qualities in his family which are 
precious to him. And certainly, as a charming revelation 
of a particular woman and her children, of her personality 
and th€ quality of her home; this picture is an 
unqualified success, and was so regarded at the Salon. 
But it is also successful as a Renoir: full of 
grace and freshness, and arranged with a freeom rather 
unusual in a picture in which the various elements are not 
the choice of the artist at liberty in his own studio. 
Boldly the artist concentrates attention on the children 
and the dog, who rolls his eyes in mock anguish over the 
weight on his back. In contrast to these attractions, 
through the placing of the figuresand the perspective of 
the rug, the eye is led to the upper right corner, where 
there is a grouping of handsomely painted details, and an 
exit into the distance. To lend stability to the canvas 
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and localize the vision, the prominent and richly varied 
black of the dress is placed in the centre of the 
composition, taking the eye, by means of an animated 
silhouette, to the edge at the right. 
Black and white, in the dress and in the dog, 
provide one major colour motif; blue, another. To set them 
off, coral panels appear in the background, and the other 
areas of the canvas embody nuances of all the major 
colours. 
Painted about 1879 
THE UMBRELLAS 
National Gallery, London 
(70^" X 44%") 
Someone has said that Renoir created a new 
mythology out of our poor humanity and endowed it with a 
sense of happiness. This picture, notable for its 
naturalness and exuberance, shows Renoir as the gentle, 
loving chronicler of everyday life. The busy commonplaces 
of existence captivate him, and under his brush the urban 
scene of his day is transfigured. To the familiar faces, 
forms, and activities he brings a radiance of joy. 
Tt is a showery spring day in Paris, and all the 
world is out of doors. Perhaps another sprinkling 
threatens, if one may judge by the half hidden creature in 
the centre of the picture and by the gallant at the left 
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who is willing to share his umbrella with the girl in the 
freground. But if anyone is dismayed by weather, he does 
not appear in this picture. 
A silvery grey lavender is the major colour, and 
within its narrow range has an extraordinary variety. 
Against this is played a dull gold quality, with sharper 
blues and greens and golden browns. And black. Always some 
spot of black, to make the ensemble sing. 
Renoir delights in the curves of the umbrellas, 
and develops them throughout the picture: in the drawing 
of the girl in the foreground, in her band-box, in the 
hoop, the children's bonnets, in the trees in the 
background. 
The lovely midinette in front is surely one of the 
most winning figures ever painted. Drawn with beautiful 
simplicity, her lines reverberate in all parts of the 
composition. 
Tn the right corner, Renoir has given us two doll 
like youngsters of such charm as would justify a whole 
canvas devoted to themselves alone. They are united 
through their colour, drawing, and the playful enrichments 
of their costumes, to the two women in blue. To this 
portion of the canvas, Renoir has reserved small delights 
for the eye and his richest colour. 
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Renoir at this time was entering upon his "sour 
period", and here we can see what that term meant: an 
emphasis on edges, hroader areas of colour, a modelling 
like that in relief sculpture but with flattened faces; 
and distance achieved through line effects (as in the. path 
into this picture). It is only the style which is tighter 
and drier; the joy of life, the transmutation into beauty 
of everything he touched - these are only the more in 
evidence. 
Painted in 1880 
PORTRAIT OF PAUL CEZANNE 
Mr. and Mrs. Henry Ittleson, Jr.Collection, New York 
(55,2 X 43 cm) 
Provenance : Renoir sold this portrait to M. Victor 
Choquet, a Paris collector. M. Choquet was a government 
official who succeeded in making a remarkable collection 
in spite of limited means. He had the rare merit of being 
one of the first to take an interest in the 
Impressionists. This portrait of Cezanne was sold as No. 
152 at the auction held after the death of the likeable 
art-lover at the Galaerie Petit in Paris on July J, 3 and 
4, 1899. It passed later on the Durand-Ruel Collection in 
Paris, the Art Institute of Chicago and finally to the 
Leigh B. Block Collection, Chicago. 
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Renoir was on very friendly terms with C'ez^nne. 
The two artists met when they were working at the 
Acad'emie Suisse and in the' studio of the painter Gleyre. 
This is what Renoir says of their first encounter: 'Tt was 
in 1863 that I met Cezanne. At that time I had a small 
studio which T shared with Bazille. One day the latter 
came in with two young fellows "I have brought you two 
first-rate recruits!" he said. They were Cezanne and 
Pissarro.' Later the two painters became intimate friends 
and stayed together several times at L'Estaque and the Jas 
de Bouffan. 
Tt was in 1880 that Renoir did the pastel 
reproduced here in his studio in the Rue de Norvins in 
Paris. Tt is undoubtedly one of the most lifelike of all 
the portraits of C'ezanne that have come down to us. 
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Tn 1902 Renoir used the same pastel line for line 
to make a lithograph of his friend (DelteiT, tome XVTT, 
no. 34). Later, between 1915 and 1917, he commissioned 
Richard Guino to take it as the model for a medallion 
representing C'ezanne surrounded by a garland of flowers 
and fruit. A cast of that work was set up on one the 
fountains at Aix-en Provence, the ancient city where 
C'ezanne lived and worked (Haesaerts, 1934, no. 16, pi. 
XXVI). 
Painted about 1880 
HER FIRST EVENING OUT 
Tate Gallery, London 
(25V' X 19l") 
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The rightness of Renoir's vision is a constant 
joy. How wonderfully he has caught the eager vitality, the 
wide-eyed freshness of this sweet and unspoiled child! She 
is dressed in her Sunday finery, with a bouquet of flowers 
clasped in her hands, spellbound by her introduction to 
the gay life of Paris. 
How completely right is Renoir's concentration on 
her, painting the rest of the scene in flashing brush 
strokes that convey the dazzle of activity as it impresses 
the girl! Except for her, the canvas is a riot of movement 
and implied sound. In the boldest and simplest manner he 
weaves the picture into a unity, through such devices as 
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the daring repetition of the front contours of the girl's 
jacket in the curve of the partition beyond her, and in 
the variation of this line in her back. Daring also is the 
abrupt separation of near and far in the picture, but they 
are related by the partition which, though near, is 
painted in the colours and technique of the background. 
The colour is held down in general value and intensity, 
but is altogether Renoiresque in its rich invention. 
Before such a picture, one is amazed at the way Kenoir can 
catch and give reality to essences of the most elusive 
kind. 
Painted in 1881 
FRUITS OF THE MIDI 
The Art Institute of Chicago 
(20" X 27") 
This still life is at once like and unlike what we 
expect of Renoir, it is full of surprises. A certain 
ruggedness of brushing, bulk, and drawing suggests 
Cezanne's influence; it may even have been painted while 
Renoir was visiting his friend at L'Estaque. But the 
profusion - there are no less than twenty four fruits of 
many different varieties - is Renoir's and not Cezanne's. 
So, too, are the textural interest, the abundance of 
colour, the preoccupation with the look and feel of 
things; the sustained interest in the variety of 
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highlights is Renoir's, and so is the discovery of subtle 
decorative qualities of the subject. 
The scalloped ellipse of the dish is the most 
obvious statement of a decorative theme. As the eyes goes 
around the outermost edges of the whole still life group, 
it describes a larger variant of this theme. Inside the 
cluster of fruit, and in single objects as well - the 
peppers, for instance - fruther echoes are present. 
Opposed to this development on the left side of 
the canvas is the colour arrangement. The bright reds are 
mainly on the right side, and with the peppers as the 
corners they form an almost perfect equilateral triangle. 
The dark purple-blues, the yellows and greens, are 
reserved for the other side of the composition, but they 
are picked up by the fruits in the centre of the triangle 
of red, as the red is echoed by the two globes at the 
left. Similarly, the purples are introduced into the 
pome-granates and in the cast shadows (which are quite 
unusual for Renoir at this period, again suggesting 
Cezanne). All the major colours are shot through the upper 
part of the background, and delicate nuances occur again 
in the table-cloth. 
Other themes are in evidence: the globular, which 
is varied from the sphere to the egg-shape, the elongated 
ellipses of the leaves; and the irregular, jerky movement 
of the stems, a variant on the white edge of the dish and 
a foil for the brusting fullness of the fruit. 
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Painted in 1881 
LUNCHEON OF THE BOATING PARTY 
Phillips Memorial Gallery, Washington, D.C. 
(51" X 68") 
NOT since the Venetian painters of the High 
Renaissance has the world seen such glowing opulence in 
painting. But whereas the Venetians generally found their 
inspiration in the myths and lore of ancient times, 
REnoir's genius transmutes the common occurrences of every 
day life into Olympian grandeur. These young gods and 
goddesses are friends of the painter, persons well known 
in Parisian art circles at the time. Aline Charigot, a 
favourite model whom Renoir married shortly after this 
picture was painted, sits at the left toying with the dog; 
the other girl at the table is anaother favourite model, 
Angele, a lady of colourful repute; Caillebotte, wealthy 
engineer, talented spare-time painter, who early began to 
acquire his great collection of IMpressionist paintings 
which is now the pride of the Louvre after a frenzy of 
opposition to the bequest in the nineties - caillebotte 
sits astride the chair; the lady who so kittenishly closes 
her ears to a naughty jest is probably the actress, Jeanne 
Samary, painted by Renoir many times; the identity of most 
of the others is known. 
We have already mentioned Renoir's felicity in 
inventing graceful, vivacious poses-poses which always 
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seem as though this is the way people ought to look. We 
have mentioned his knack for enlivening his canvases with 
piquant notes - a face which emerges unexpectedly, a play 
of fingers, bits of still-life, bonnets, ribbons, beards, 
stripes, flowers. As is customary in Renoir's large 
compositions (and the Venetians) one side of the canvas is 
rich in things big and near; the other side presents a 
view into the distance - in this case, a breath taking 
piece of Impressionist virtuosity. 
Foreground and background are related in part by 
the awning, which in its striping combines the hues of the 
foliage with the warmer tones of the group; its delightful 
serpentine edge echoes freely the curves in the group, and 
the breeze which flutters the valance sweeps also across 
the balcony. The feeling of animation is given in ra any 
subtle and striking ways; for example, the perspective of 
the balcony leads the eye to the upper right, but the open 
visual path into the distance offers an opposed 
attraction. And all the while the eye is cunningly led 
back, through relationships of colour - the spotting of 
blacks, for instance; and through line relationships, over 
backs, across heads, or following edges of colour or light 
areas. And within every detail, no matter how small or 
casual, what a wonderful enrichment! This one canvas alone 
would be enough to assure a painter immortality. 
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Painted about 1882 
THE STAIRWAY, ALGIERS 
Gallery of Wildenstein and Co., New York 
(28V' X 23^") 
THIS painting of torrid sunlight and dense foliage 
shows us much about Renoir's way of approaching a subject. 
Albert Andre writes: "He attacks his canvas, when the 
subject is simple, by putting in with the brush, usually 
in brownish-red, some general outlines in order to see the 
proportions of the elements which will compose his 
picture... then, immediately, with pure colours diluted by 
turnpentine, as if he were painting with water colour, he 
strokes the canvas rapidly, and soon you see something 
vague appear, with iridescent colours, the tones flowing 
into one another; something that charms you even before 
you grasp the sense of the image". 
The figures in the extreme right foreground are 
lightly indicated by a few strokes of the brownish-red 
which establishes the general scheme of the picture. With 
this shorthand note as a clue, one becomes aware that a 
major element of the compositional organization occurs in 
the degree of finish of the various parts of the canvas. 
In the figures and steps of the foreground there is a 
sketchy, free-hand quality much like the technique of 
water colour. The loosest technique is in the most open 
areas; further up, the brushwork of the wall and the trees 
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becomes closer, the pigment thicker, and the foliage 
richer in detail. The separated colour areas of the 
foreground are developed with a great range of hues at the 
top of the canvas. 
Renoir delights in the contrast of the sunlight, 
which bleaches colour where it hits the seene directly, 
and the glow of the shadow areas. Shadow here is not 
darkness - the absence of light - but another kind of 
light and colour, it is hard to imagine a more wonderful, 
varied play of related colours than the iridescent light 
and warm lavenders of the wall and facade at the top. 
Something of each of the different elements - the small 
brush notes of the foliage, the architecture, and the 
softly painted sky - is fused in the treatment of the 
buildings. The human figures are merely sketched ina; yet 
Renoir's sure instinct for essentials gives them 
convincing reality. 
La Danse a la Campagne (A rustic dance) 
1883, Brush, with Indian ink and water-colour, 47,8x29,7 
cm.Signed, lower right: R. New York, Miss Edith 
Wetmore Collection. 
Province: Collection Ambroise Vollard, Paris - Samralung 
Hugo Perls, Berlin. 
Bibliography : Vollard, 1918, Vol. T. p. 10, pi. 37 -
Meier-Graefe, 1929, S.171, Abb. 156. 
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This water-colour drawing is a preliminary study 
for the large picture now in the Durand-Ruel Collection in 
Paris which was painted in 1883. Paul Lhote, a friend of 
Renoir's posed for the male figure; Suzanne Valadon for 
foris partner. But, as Jean-Louis Vaudoyer has said: "Tt 
is not a case of two models who posed passively but of two 
human beings at a memorable moment of their lives. No 
matter how discreetly this amorous emotion is suggested, 
our imagination is encouraged to embroider. In the 
presence of this man whose eyes we cannot see and this 
woman whose averted face expresses at once such reserve 
and such confusion, we share the waltz with them and our 
own fancy supplies a title: Before the Proposal." 
Painted 1884-7 
THE BATHERS 
Collection Caroll S. Tyson, Philadelphia 
(45V' X 66") 
"AFTER three years of experimentation. The Bathers, 
which I considered my master-work, was finished. I sent it 
to an exhibition - and what a trounching I got! This time, 
everybody, Huysmans in the forefront, agreed that I was 
really sunk; some even said I was irresponsible. And God 
knows how I laboured over it!" 
The abuse which greets any new direction in art 
seems bizarre in retrospect; and though Renoir had often 
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been attacked, he could hardly have expected derision for 
this masterpiece of his periode aigre. It represents an 
amazing summation of everything he had done and learned. 
Here are the colour and luminosity of a great 
Impresionist; drawing which results from his admiration of 
Ingres and Raphael; the benefits of his researches into 
the clarity and simplicity of fresco painting; the playful 
grace of his adored eighteenth-century French 
predecessors; and, above all, that sweet ingenuousness 
which can exalt a bit of fun into something of Olympain 
grandeur. 
The charms of the picture are not confined to the 
ladies alone; few painters in the history of art could 
succeed like Renoir in matching the natural allurements of 
subject with the allurements provided by his own taste 
and style. The refined, melodic drawing - a violin clarity 
of line - is one of the great achievements of art. It is 
especially important in this picture to savour the 
decorative silhouettes and spaces which Renoir has so 
brilliantly invented; the arabesque made by the contours 
of rocks and feet is an example. The intricacy of shape 
and line-play is daringly counterpointed against the 
uncomplicated, cameo-smooth appearance of the figures 
themselves. Renoir here uses flat, unshadowed lighting, 
which ordinarily subdues modelling; and yet, through 
delicate tints, he produces a luscious roundness in the 
bodies. 
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The spirited poses were derived in part from the 
seventeenth century has reliefs of Girardon, at 
Versailles, the piquant faces, the vivacious gestures, the 
robust elegance, are Renoir's Cooks, house maids, gamins, 
shop girls- Renoir paints them, and the world understands 
how it was that the gods of ancient times coveted mortal 
women. 
Baigneuse Assise(Seated Bather) 
1885. Lead pencil with white pouache highlights on 
colour-grounded paper 33,5x24 cm. Signed and dedicated, 
lower right; a mon ami Portier, souvenir d'amitie, A. 
Renoir - Paris Musee du Louvre. 
Provenance : Renoir gave this drawing to hais friend 
Portier, a Parisian merchant who had the taste and soul of 
a genuine art-lover. In his flat at 54, rue Lepic, he kept 
a collection of pictures by Corot, Berthe Morisot, Renoir 
and above all Pissarro, with whom he had an 
exclusive-rights contract for some years. Later the Seated 
Batber passed into the collection of Dr. Georges Viau. It 
was purchased by the Louvre at the first sale of his 
estate on December 11, 1942 (Catalogue No. 34). 
Bibliography : Andre, 1928, pi. - Leymarie, 1949, pi. 16. 
Exhibition : Renoir, Galerie Durand-Ruel, Paris, avril 
1921, no. 2. Retrospective d' Art francais. Bruxelles, 
1922 - Renoir, Musee de Porangerie, Paris, 1933, no.135. 
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This bather is typical of Renoir's Ingres period during 
which he was concerned exclusively with linear researches. 
Following in the footsteps of the Montauban master, he was 
fond of employing the precise lead pencil. Indeed, its 
hard point alone could afford him the vigour and sharpness 
he required to express himself. 
This search for purity, this skilful use of heavy 
and light strokes, this delicacy of touch wh ich 
deliberately presses or caresses, all these qualities can 
be observed in the nudes executed in 1885 - for instance, 
this Bather in the Louvre. 
The model for this heightened drawing was 
Aline-Victornie Charigot, who came from Essoyes in the 
Aube Department. Mine's father had a restaurant in 
Montmartre near Renoir's studio and she was devoured with 
jealousy of the pretty girls who were admitted thereto, 
althou gh she was well aware of their precarious 
situation. Employing various stratagems she succeeded in 
becoming the painter's model, then his mistress and 
finally his wife, after the birth of her first son Pierre. 
Renoir frequently painted his wife nursing her baby 
Cf.Pl.II) . 
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Maternite (Motherhood) 
1885, Sanguine with white chalk highlights, 75x54.2 cm. 
Signed, lower right, Renoir 85. - London, Korda 
Collection. 
Provenance : Deutsch Collection, Paris - Wildenstein 
collection. New York. 
Bibliography : F. Daulte, Le Dessin francais de Manet a 
Cezane, Lausanne 1954, pi. 24. 
Exhibitions : French 19th Century Drawings. Wildenstein 
Gallery, New York, 1947-1948, No.43.- Drawings Through 
Four Centuries, Wildenstein Gallery, New York, 1949, NO. 
81. - The Art of. Drawing, 1500-1950. London, 1953, P. IT, 
NO. 97 - Renoir The Tate Gallery, London, 1953, Mo. 18, 
PI. VII. 
About 1885 Renoir painted several pictures of his 
wife nursing her first son Pierre. The drawing 
reproduced here is a study for the picture that belonged 
to Claude Renoir and is now in Mrs. Hunt Henderson's 
collection in New York. 
In this wonderful sanguine Renoir's only aim was to 
depict delightful curves, but in doing so he has composed 
a hymn to motherhood. No other artist ever exposed with 
such charm and naturalness the mystery of the mother 
nourishing her child - "that transfusion of nutriment from 
one being to the other". 
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Many years later - in 1916 - Renoir used this 
composition as it stood for a sculpture in bronze executed 
by Richard Guino under his direction (Haesaerts, 1947, no 
17, pi. XXXII). 
La Promenade en Barque (Out in a Boat) 
Provenance : Durand-Ruel Collection, Paris, - Sammlung 
Lucas Lichtenhan, Basel. 
Bibliography : Andre, 1928, pi. 99. 
Exhibition : Renoir, Galerie Durand-Ruel, Paris, avril 
1921, no. 4 - Impressionisten. Kunsthalle, Basel, 1949, Nr 
35. 
In is book on Renoir published in 1928, Albert 
Andre reproduced an oblong drawing showing a boating 
scene. By some accident the drawing was cut in two; the 
left-hand fragment shows a young woman rowing; in the 
right-hand piece, reproduced here, one can recognize 
Madame Renoir with her eldest son, Pierre, sitting on her 
lap. 
Not wi th what delicacy Renoir has heightened with 
light touches of colour the checks of his young wife, her 
flower-decked hat and the branches against which the 
mother and child are silhouetted. An extremely meticulous 
treatment is visible through the transparent 
water-colours. For instance, all the leaves on the 
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branches were drawn one by one with pen or pencil and 
coloured afterwards as in an illumination. 
Renoir did a few drawings in this precise and 
charming manner about 1886. In the Philip Hofer Collection 
at Cambridge (Mass.) there is a sheet very like the one 
reproduced here. It represents Two Toung Wamen in a Boat. 
Their rounded faces and beribboned hats stand out against 
a background of willows with feathery foliage (Rewald, 
146, PI. 51). 
Baigneuse assise au bord de la Mer (Bather by the Sea) 
1887. Pastel. 29,5 x 43 cm. Signed, lower left: Renoir -
Formerly Berlin, private collection. 
Provenance : Sammlung Margarete Mauthner, Berlin. 
Bibliography : Hausenstein Marees), 1920, Tafel 12. 
Leymarie, 1949, pi.3. 
In this bather reclining on the shore on a hot 
summer day "we are confronted with a type of woman, young, 
all roundness and freshness, with small, rather fine 
features and a grace half childish, half animal. Little by 
little it takes hold of the artist's imagination and 
almost ousts the other models or, at least, attracts to 
itself, by an unconscious deformation, the elements 
offered by encounters with reality" (Paul Jamot). 
This pastel is a very complete study for an oil. 
painting entitled Bather exhibited by Renoir at the Salon 
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d' Automne of 104 (Catalogue, no.2). That picture was 
later sold at the first sale of the Georges Viau 
collection held at the Galeries Durand-Ruel, Paris, on 
March 4, 1907 (Catalogue, no 54). 
Painted in 1888 
AFTER THE BATH 
Collection George Reinhart, Winterthur, Switzerland 
(45%" X 35") 
Above everything else, Renoir is supreme in the history 
of art as a painter of the female nude. Some critics 
reproached him, not for prurience but rather for a certain 
"unseriousness" which led him to spend so much time 
painting nudes. Always he had the same answer, perhaps 
best summed up in some remarks he made to Vollard when 
they were talking about Boucher. 
"I have been told many times that I ought not to 
liake Boucher, because he is 'only a decorator'. As if 
being a decorator made any difference! Why, Boucher is one 
of the painters who bust understood the female body. What 
fresh, youthful buttocks he painted, with the most 
enchanting little dimples! It's odd that people are never 
willing to give a man credit for what he can do. They say: 
'I like Titian better than Boucher'. Good Lord, so do I! 
But that has nothing to do with the fact 'that Boucher 
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painted lovely women superbly. A painter who has the feel 
for breasts and burttocks is saved!" 
Renoir himself achieved not mere decoration, but, in 
the ancient sense of the word, "celebration'*; and what he 
celebrated was the glory and wonder of the female form. To 
renoir, as to William Blake, "The nakedness of woman is 
the work of God". He could never comprehend people who 
thought his painting frivolous, because for him it was 
almost an act of worship - a direct and reverent response 
to what he considered the supreme expression of nature. 
It was his subject throughout the whole of his long 
life. In this example, from the end of the "sour period", 
Renoir foreshadows his later sculpturesque, monumental 
style; there is a new warmth that springs from fullness of 
colour, a softening of edges, enrichment of textures, and 
a full development of forms. But more important than the 
changes of style is the uniformity of his vision; there is 
no hint of a personal relationship between model and 
painter. There is only wonder, unselfconscious and 
admiring. 
Painted about 1890 
GIRL WIPING HER FEET 
Paul Rosenberg Gallery, New York 
(25 3/4" X 2U2") 
RENOIR's "rainbow palette" is seen to perfection in 
this plate and the one following; his unique and rich 
1 '^  "^  
orchestration of the whole gamut of colour. The mellow 
lushness, the range in any given area, from the most 
delicate yellowish nuances, through varied reds, greens, 
and blues, is something which no other artist has ever 
given us. Orne hardly thinks of pigment substance; the 
effect is rather of gorgeous, modulated light. And yet the 
quiet activity of the brush creates animation such as we 
sense when alone with the living things of nature. 
In the midst of this Arcadian scene, on the banks of 
a curving brook, Renoir has placed a creature, ripe and 
full, aglow with animal health and the beauty of the 
flesh; without reservation his brush rejoices in the 
womanliness of his model. So the shepherdesses of 
classical literature must have looked. 
Renoir's instinct for pictorial quality is seen in 
the way he takes an utterly natural pose, a most 
insignificant act, and dignifies it, gives it grandeur, 
and then climaxes it with the sweet unclouded expression 
of the face. The disarray of the garments, hinting at the 
delicious charms of the girl's body, is the poetic 
invention of a master. 
The props are all familiar; we have seen this model 
in other pictures, a similar hat is worn by the girl on 
page 83, her garments are commonplace enough; and yet in 
all the variations the canvases are fresh and enchanting. 
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A curious thing about this picture is the feeling of 
bigness which Renoir suggests; actually, the canvas is 
quite small. 
Painted about 1890 
IN THE MEADOW 
Colletion Mr. and Mrs. Sam A. Lewisohn, New York 
(32" X 25 3/4") 
At this time, Renoir was emerging from his periode 
aigre. He returned temporarily to Impressionism, but it 
was to an Impressionism wholly personal and original. With 
a new richness of colour, and a new vivacity in his 
brushwork, he paints thinly over light ground, creating a 
silken, undulant surface, like fine grass delicately 
agitated by a summer breeze. The effect is one of peculiar 
luminosity, as though, beneath the thin but complex 
colours, there was light and life. And although the 
figures are drawn with a fairly precise line - recalling 
his work of the eighties, we still remember pictures like 
this one for their colour. 
The painting has a simple basic structure - a kind of 
"X", the two diagonals of which contrast in every respect. 
From the lower right to upper left, a succession of bland 
colours moves from the hat in the corner, through the 
white figure and into the distant landscape and sky; this 
diagonal lies both on the surface of the design, and in 
depth. The other side of this "X" stays near the surface; 
it is made up of fuller colours, purples and coral. It 
follows the other girl's dress, from the lower left corner 
up into the trees, top right. Exquisite colour contrasts 
are set up in all sections. 
At the crossing of the "X", Renoir hasplaced a little 
bouquet of flowers in the hand of one of the girls. Again 
we are struck by the novely - but complete naturalness -
of the poses in Renoir's canvases; the girls have their 
backs to the observer, and they provide a human, but not 
personal, element. 
Renoir's work in this period is sometimes criticized 
for "excessive softness of objects.", as, for instance, in 
the foreground areas and in the trees. This would seem to 
be less a criticism than a misunderstanding. Renoir was 
after precisely that effect of softness and fluidity, that 
melting quality that permeates the atmosphere on a warm 
summer day; the pleasant lassitude of such a day is 
beautifully caught here. 
In these paintings, Renoir emerges as an artist of 
superb versatility and originality. He affirms and 
confirms the joys and pleasures of life. He is a 
multi-dimensional artist. He does not consider himself to 
be a revolutionary painter. However, his art is not 
entirely conservative or inspired only by Masters. His 
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paintirgs help in the ushering of the revolution of the 
Modern Art. All said and done, Renoir is a classicist, a 
realist, an Impressionist and many things more. In point 
of fact, he is an artist of all times and climes. 
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CHAPTER - VI 
MY WORK EXPERIENCE ORIENTATION 
Since my earlier School years I have been 
fascinated by drawing, sketching and painting. My teachers 
and elders at home discerned that I had a flair for 
drawing and sketching. This Impression was reinforced when 
at Junior High School level I started making cartoons and 
caricatures of politicians, film stars and sportsmen. 
In my school I was very good at Drawing. My Drawing 
teachers were highly encouraging and even inspiring. I 
earned the good pleasure of ray Biology and Geometry 
teachers for my accurate drawing of biological and 
geometrical figures. 
My home town is Churk. It is located at a hill top 
in Sonebhadra District adjoining Bihar and Madhyapradesh. 
It is full of hillside scenery and greenery/; rivers, 
waterfalls, flowers, vales, mountains, rocks and many 
diverse items of flora and fauna are strewn across its 
topography. These natural phenomena further intensified my 
innate artistic urge and I in my own humble way started 
painting the same at an early age. T think, T had an 
inborn flair for colours and I would use red, blue, green, 
black, violet etc. and paint animals, birds, trees, 
buildings and landscapes. 
In B.A. and M.F.A., five years of my experience 
ranges from oil paintings, water paintings, still lives to 
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clay-MOdelling. Portrait is the other occasional 
experience which T did by way of curricular compulsion. 
Most of my early work comprises of compositional 
landscapes. At a higher level, I have been more seriously 
concerned with figures and figurative propositions. I have 
spent quite sufficient time in the study and working of 
figurative paintings in which my favourite subjects and 
themes are men, women, animals and society at large. 
My usual medium is oil. As I understand, T am 
inclined towards the depiction of figures expressive of 
all nuances of life. 
1 acknowledge and take full pride in mentioning 
that I have experienced a real pleasure of learning and 
understanding with all my teachers. Prof. Ashfaq Rizvi and 
Dr. Sartaj Rizvi have been constant sources of inspiration 
and pushed me on to the right track. Dr. Sanaullah Parwaz 
has encouraged me in a number of ways during my stay at 
Aligarh. Bushra has been too nice, kind, co-operative, 
thoughtful and careful to be encapsulated in a couple of 
sentences. 
I am sure that in years to come T shall emerge as a 
fine artist, if not one of exceptional sophistication. 
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B I O - D A T A 
I (Sabera Sultana) completed my early studies from 
"Cement Factory Inter College Churk" in 1989. Churk is my 
home town. As a school student I was keenly interested in 
a variety of activities; cultural, organisational and 
creative. These interests encouraged and inspired me in my 
struggle for becoming a sensitive and creative person. 
I completed my intermediate course in 1991. As I 
was always interested in drawing and sketching since my 
childhood, I requested to my parents to opt for Fine Arts 
(Hons) at my Graduation level. Thankfully, my parents 
readily agreed to my request, and encouraged me to go in 
for Fine Arts. 
Subsequently, I joined Aligarh Muslim University in 
1992 and completed my B.A.(Hons) in Fine Arts in 1995. 
During my three years at undergraduate level I really 
enjoyed doing sketches and .paintings. My creative and 
communicative abilities were further polished and 
encouraged. During my underagraduate years, I decided to 
make a career in Fine Arts. Besides Fine ARts, I studied 
Hindi and History at the undergraduate level as my 
subsidiary subjects. These subjects helped me to know a 
lot about the beauty, culture and society. 
In 1995 I took admission in M.F.A. at Aligarh 
Muslim University and here I am till date devoted to the 
study of Fine Arts. 
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C O N C L U S I O N 
Tt is, broadly speaking, as a realist in the manner 
of Courbet that Renoir in his twenties is introduced as a 
painter. Other influences are simultanelous at work as 
well. He tries a romantic subject or two. He uses the cool 
grey of Corot. He learns also something about colour from 
the Barbizon painter Diaz. He is nextly introduced to the 
revolutionary era of painting inauguarated• by Manet, a 
brilliant painter who finally resolved the camp of young 
realists into a creative group who engaged themselves not 
only in painting contemporary subjects but in giving a 
fresh life and intensity to the medium they used. The 
younger contemporaries of Manet are wonderstruck by his 
method of startling directness and a release of the powers 
of colour and light. They discuss and debate Manet's ideas 
and try to develop their own ideas in the light of his. 
Renior is not that enthusiastically involved in the thick 
of discussion. Yet he is not able to escape from the 
impact of his friends and fellow-painters. He absorbs 
something of the character that now began to distinguish 
them as a group. The direct strokes of his brush become 
bolder and clearer. His close association with Monet 
unavoidably generates points of likeness between their 
paintings. 
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Renior, Bazille and Monet and others launch a 
painstaking struggle for greater sophistication and deeper 
insight into their craft on the one had, and for their 
daily survival on the other. Often they help each other. 
Bazille was relatively well off. Monet and Renior 
sometimes enjoy the patronage and hospitality of Bazille. 
When Renoir and Monet are without food and sometimes on 
the verge of Starvation, Renior visits his parental house, 
eating out himself and getting food for Monet as well. 
They were an alliance against the world. Theirs, after 
all, was a cheerful misery. Still, in view of the 
depressing conditions, Renoir wants to give it up all and 
settle for something else. But MOnet is the real fighter. 
He encourages and inspires Renoir to keep on. Their youth, 
devotion to profession and consciousness of unusual powers 
sees them through these troubled times. 
By 1870s when the paintings of Renoir came to the 
notice of general public, they were not received with the 
warmness and appreciation they deserved. However, by the 
turn of the nineteenth century, Renior was widely 
respected for his outstanding achievements as an artist. 
It was a time when impressionists, in general, were at the 
head of the growing phenomenon of new art movements. But 
Impressionists could not retain their leadership for long 
and soon they were ontsmarted by newly emerging trends, 
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positions, attitudes or theories viz., synthetism, 
symbolism, cubism, Fauvism, Futurism, vorticism 
Expressionism, etc. This indicates the great intellectual 
activity as well as confusion prevalent amongst leading 
centres of modern European Art. Nevertheless, Renoir tried 
to transcend the professed commitments and convictions of 
these movements, with a view to achieve timeless 
perfection of vision and bypass the need for constant 
innovation. 
Renior did not have too many of direct followers by 
the end of his life. However, his work was not outdated. 
In fact, its visionary qualities transcended the 
limitations of time and space. It may also be noted that 
by the early twentieth century some of his ideas had 
become out of step with the then prevalent artistic 
sensibility. But he could not appreciate the extent of 
his break with the grand traditions of European culture. 
He considered himself to be the inheritor of the ideals 
passed down from the Greeks. He also considered himself to 
be the inheritor of the tradition nurtured by pompeii, 
Raphael, poussin, Corot and Cezanne. But Renior is only 
partially correct in this context. His personal vision is 
certainly inspired by Great Masters. But his own paintings 
were very much a product of late 19th and early product of 
late 19th and early 20th century Europe. The freedom of 
drawing, technique, colouring and proportion are very much 
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in accord with twentieth century, although Renoir's 
paintings also display timelessness. 
Renior considered art to be transcending 
limitations of space and time. In view of the same he 
refused to accept the idea of progress in art and 
civilization. Sometimes, he overstated his view. For 
example, he once said to vollard: "Progress in painting, 
no certainly, T do not admit it. There has been no 
progress in ideas and none in process". However, later on, 
he gave more balanced opinion about art in the following 
words : 
"It is necessary to take case that we do 
not get stuck in the form that we have 
inherited; it is equally necessary to make 
sure that, simply for the love of 
progress, we do not detach ourselves 
completely from the centuries before us. 
This tendency, particularly obvious among 
us today, is very understandable. So many 
marvellous discoveries have been made in 
the past hundered years that men seem to 
forget that others have lived before 
them." 
Thus, Renoir could not fully appreciate the 
revolutionary character of his art. He could hot fully 
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acknowledge the significance of the fundamental changes 
that had taken place in the recent past. But, he did not 
isolate himself from the coming generation of artists. His 
artistic achievements did have an impact on them and his 
example was cited as a mark of authority by them. 
It may be pointed out that of all the similarities 
to be found between the two generations of Renoir's time, 
those between Renoir and Seurat are perhaps the most 
consistent. Renoir never became a camp-follower of 
Neo-Tmpressionists his general aims and conclusions he 
drew about the nature of impressionism are strikingly 
similar to those held by Seurat. They both held the 
classical tradition of French painting in high esteem and 
deemed themselves to be inheritors of the same. They also 
believed that the only way to revive classical values was 
to ra.vitalise them with all that they had learnt from 
their different appreciations of Impressionism. Their 
similarity of outlook did not result in their work looking 
very much alike; their painting techniques differed and 
Renoir developed the possibilities of pure outline 
conveying both form and movement to a far greater extent 
than did Seurat. 
One of the artists most directly influenced by 
Renoir's work was Vincent Van Gogh. He had been aware of 
Renoir's work. He appears to owe a great deal to the style 
of Renoir and was deeply impressed by his technique. In a 
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letter to Theo he wrote: "T think very often of Kenoir and 
that pure clear line of his. That is just how things and 
people look in this clean air". In another letter to Theo 
he wrote : " You remember we saw a magnificant garden of 
roses by Renoir. 1 was expecting to find subjects like 
that here, and indeed, it was that way while the orchards 
were in bloom". He refers to Renoir's flower painting 
which Renoir considered to be h is most relaxed form of 
work. Van Gogh found this an inspiration when he 
contemplated luscious blooms and in some of his paintings 
used a Renoir influenced technique to capture the richness 
and opulence of his subjects. 
For Denis, Renoir's art transcended and united the 
paradoxical elements of sensual pleasure and eternity. The 
physical had transcended its nature by living for ever in 
great art. According to Denis, Renoir was one of the few 
artists to have accomplished this. He summed up what 
Renoir had taught in the following words : 
" The luxury, the richness of the craft! And 
above all the voluptousness. That is what Renior teaches". 
Renoir's whole body of work stands as eternal testimony to 
this. 
To sum up Impressionist painting was 
revolutionary and vastly different from all revious art in 
its emphasis on capturing the effect of a fleeting moment 
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in nature. To be sure, earlier painters had made 
preliminary sketches out of doors, however, they then 
returned to their studies to complete the work and give it 
an effect of finish. Impressionist painters, on the other 
hand, prized the sketchiness of their work in order to 
render the variability of light and movement with a new 
spontaneity, and they often executed the entire work 
outdoors. They gave primary importance to tiny, moving, 
brightly colored strokes to portray movement and create 
form. With virtuosity and inventiveness, Impressionists 
varied their repertoire of strokes from dry to wet, from 
thin to impasto, and they expanded their palette to 
include hundreds of different hues in one work - thereby 
achieving an intense richness and expressiveness. Black 
was used as a color but not to depict shadows. Until now, 
painting tended to range in tone from bright to middle to 
dark, with deep browns and blacks in the shadows; 
Impressionist painting had predominantly light tones with 
few middle and fewer dark tones, high keyed shades were 
used as reflected hues in the shadow so that the entire 
canvas was bright and colorful. Where traditionally 
attention was devoted to detail, surface, line, weight, 
volume, and relief, the Impressionists' assertive 
brushstrokes blurred detail, dissolved line, and eroded 
mass, thereby forcing the viewer to recreate the 
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unfinished image into a new whole, and in so doing to 
become involved in the creative process in an 
unpreceedented manner. A free ordering of the composition 
was suggested by the flicker of small colored strokes 
across the canvas, which called attention to the surface 
plane. Distant parts of the surface were related by 
brushestrokes of similar hue, intensity, value, weight, 
size, and direction. In the conservative milieu of late 
nineteenth-century France, the Impressionists everyday 
subject matter stressing the joyful and accidental in 
nature, their light, bright palette, mobile brushstrokes, 
ostensibly random arrangement, and hazy forms appeared 
scandalous and disrespectful of high-culture. Furthermore, 
Impressionism seemed to go beyond Realism. Each artist 
captured his own imaginative impression, each sou ght to 
render the ever-changing character of the visible world as 
it appeared in an instant in his own perception. The 
uniqueness of each perception was paramount, there was 
nothing approaching homogeneity among the Impressionists. 
Even two close painting comrades such as Monet and Renoir 
manifest wide differences in painting. 
Renior's favoured subjects differed in basic ways 
from Monet's-Renoir was more interested in people, social 
relationships, and attractive dress, Monet was primarily 
concerned with nature. Usually, when Renoir painted a 
landscape, he was really making a figure painting in which 
1 4 7 
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diminutive men and women disported themselves in a 
pleasurable setting. The exuberance and gregariousness of 
his letters appear in the mood of his painting. He used 
soft, caressing brushstrokes to endow the entire image 
witha solid, tactile human quality. 
In Renoir's paintings the people are larger and 
closer to us than in Monet's version. Monet's figures are 
less colorful, less individualized in dress and posture, 
and less substantial. Moent does not invite us to create 
our own human interest story from the scene. Rather, as a 
landscapist, he draws our attention to the multicolored 
ripples of the water, to the crescendo of the distant 
foliage, and to the source of bright light in the pale 
blue sky. His vigorous, objective brushstrokes 
depersonalize the image. 
Renoir, is one of the greatest painters of modern 
era, if not of all times. He is a revolutonary painter, 
despite himself. He did not like to set up himself as a 
revolutionary in art. His vision of art was timeless. He 
appreciated or grasped the perennial function of art; 
celeberation of beauty, inculcation of joy and permeation 
of pleasure. In his abiding contributions to painting, 
choicest elements of classicism. Realism and Impressionism 
are happily and harmoniously blended together. 
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No. Name Year 
1. Diana 1867 
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4. portrait of Madame 1870 
Portalis 
5. The Loge 1874 
6. Nude in the sunlight 1876 
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tain 
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